




















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































0	 1000	 1500	 1600	 1700	 1820	 1870	 1913	
China	 	 450	 450	 600	 600	 600	 600	 530	 552	
Japan	 	 400	 425	 500	 520	 570	 669	 737	 1.387	
Western	 	 450	 400	 774	 894	 1,024	 1,232	 1,974	 3,473	







China	 	 439	 839	 3,117	
Japan	 	 1,926	 11,439	 20,413	
Western	 	 4,594	 11,534	 17,921	































The	 Four	 Great	 Inventions	 are	 considered	 to	 be	 a	 most	 important	 part	 of	
Chinese	history,	vital	 to	world	history	and,	as	such,	are	a	source	of	great	pride	to	
the	 Chinese	 nation.	 In	 every	 Chinese	 school	 history	 class,	 young	 students	 were	
taught	 about	 these	 four	 inventions,	 comprising	 the	 compass,	 gunpowder,	
papermaking	and	printing.	However,	 they	were	all	 invented	before	 the	year	1500	
and,	 according	 to	 Table	 2-1	 the	 years	 before	 1500	were	 the	 peak	 era	 of	 China’s	




achievement.	 One	 might	 argue	 that	 culture	 cannot	 be	 assessed	 numerically	 and	
development	does	not	happen	overnight.	The	Reform	and	Opening	Up	policy	has	







influential	on	the	world	as	the	Four	Great	 Inventions.	 If	the	Four	Great	 Inventions	
were	 the	 symbol	 of	 China’s	 ancient	 prosperity,	 does	 the	modern	 PR	 China	 need	
something	equivalent	 to	 those	 inventions?	 This	will	 be	discussed	 in	 the	 following	
chapters.	 Meanwhile,	 the	 economic	 growth	 also	 creates	 many	 problems	 for	 the	
country.	 On	 one	 hand,	 the	 massive	 economic	 growth	 is	 beneficial	 to	 the	 large	
population,	improving	the	Chinese	nation’s	living	conditions	but,	on	the	other	hand,	
it	 brings	 various	 internal	 challenges	 to	 China.	 For	 instance,	 first	 of	 all	 there	 is	
damage	 to	 and	 pollution	 of	 the	 natural	 environment	 in	 exchange	 for	 economic	
development,	and	it	also	causes	overconsumption	of	natural	resources	and	leads	to	
more	 concentrated	 urban	 populations,	 exacerbating	 the	 potential	 spread	 and	
development	 of	 diseases	 in	 humans	 and	 animals,	 among	 other	 issues.	 Secondly,	
there	 is	 inequality	of	wealth	between	eastern	China	and	western	China.	The	 rich-
poor	divide	has	separated	people	into	oppositional	groups,	it	breaks	the	balance	of	
the	 safety	 and	 confidence	of	 society	 that	 had	 existed	 in	 China	up	until	 economic	
development	 began,	 as	 peoples’	 lives	 have	 improved	 at	 different	 rates.	 Thirdly,	



















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Fig. 1—Schematic diagram of a general communication system.
a decimal digit is about 3 13 bits. A digit wheel on a desk computing machine has ten stable positions and
therefore has a storage capacity of one decimal digit. In analytical work where integration and differentiation
are involved the base e is sometimes useful. The resulting uni s of informa ion will be called atural units.
Change from the base a to base b merely requires multiplication by logb a.
By a communication system we will mean a ystem of th type indicat d sch matically in Fig. 1. It
consists of essentially five parts:
1. An information sourcewhich produces a message or sequence of messages to be communicated to the
receiving terminal. The message may be of various types: (a) A sequence of letters as in a telegraph
of teletype system; (b) A single function of time f t as in radio or telephony; (c) A function of
time and other variables as in black and white t levision — here the message may be thought of as a
function f x y t of two space coordinates and time, the light intensity at point x y and time t on a
pickup tube plate; (d) Two or mor functions of time, say f t , g t , t — this is the case in “three-
dimensional” sound transmission or if the system is intended to service several individual channels in
multiplex; (e) Several function f several variables— in c lor television the mess ge consists of three
functions f x y t , g x y t , h x y t defined in a three-dimensional continuum— we may also think
of these three functions as components of a vector field defined in the region — similarly, several
black and white television sources would produce “messages” consisting of a number of functions
of three variables; (f) Various combinations also occur, for example in television with an associated
audio channel.
2. A transmitter which operates on the message in some way to produce a signal suitable for trans-
mission over the channel. In telephony this operation consists merely of changing sound pressure
into a proportional electrical current. In telegraphy we have an encoding operation which produces
a sequence of dots, dashes and spaces on the channel corresponding to the message. In a multiplex
PCM system the different speech functions must be sampled, compressed, quantized and encoded,
and finally interleaved properly to construct the signal. Vocoder systems, television and frequency
modulation are other examples of complex operations applied to the message to obtain the signal.
3. The channel is merely the medium used to transmit the signal from transmitter to receiver. It may be
a pair of wires, a coaxial cable, a band of radio frequencies, a beam of light, etc.
4. The receiver ordinarily performs the inverse operation of that done by the transmitter, reconstructing
the message from the signal.
5. The destination is the person (or thing) for whom the message is intended.
We wish to consider certain general problems involving communication systems. To do this it is first



















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































In	 the	 numbered	musical	 notations	 in	 Figure	 7-2	 and	 Figure	 7-3,	 the	 highlighted	




has	 a	 simple	 and	 smaller	 structure	 of	 (A+A+B+A’).	 Furthermore,	 the	 musical	
fragment	from	the	‘A’	part	of	‘My	Chinese	Heart’	(as	highlighted	in	Figure	7-2)	was	
glued	 as	 a	 sound	 collage,475	appearing	 in	 the	 interlude	 between	 the	 two	 major	
sections	of	(A+A’+B)	and	(A’+C+B)	(as	marked	in	Figure	7-3)	in	‘My	Chinese	Dream’.	
The	 concept	 of	 collage	 technique	 exists	 in	 a	 well-known	 example,	 in	 the	 fourth	
movement	of	 the	Yellow	River	 Piano	Concerto,	when	 the	 tune	of	The	East	 Is	 Red	
was	added	to	the	A’	section,	on	the	demand	of	Madam	Mao	as	a	memorial	to	Mao	













‘langue’477	and	 ‘parole’478	are	 the	 two	 key	 concepts	 proposed	 by	 Ferdinand	 de	
Saussure,	 referring,	 respectively,	 to	 ‘language	 as	 a	 recognizable	 system’	 and	 ‘the	
individual	 utterance	 within	 that	 system’.479	Taking	 the	 example	 of	 the	 interlude	








extremely	effective	 communicational	process,	when	 the	 two	parts	 are	equal,	 and	




the	musical	 form	 together,	 and	 also	 as	 a	 bridge	 to	 create	 a	 new	 discourse.	 The	
sentence	 is	not	pronounced,	but	the	meaning	still	exists	as	an	 important	 ideology	
and	 the	system	has	expanded	and	embraced	new	 ideological	 concepts	within	 the	
general,	 common	 identity	 value	 system.	 Through	 music	 dissemination,	 the	 new	




mainstream	 ideology	 from	 the	 previous	 concept,	 yet	 building	 the	 new	 onto	 it.	
Returning	 to	 the	 mainland	 after	 fifteen	 years,	 the	 perspective	 of	 a	 Hong	 Kong	
dweller	has	altered,	especially	during	the	traditional	Spring	Festival	when	the	family	














Jin-ping	 himself,	 recently,	 in	 a	 letter	 to	 the	 Takunpao	 Newspaper,	 where	 he	




were	 identical	 in	 terms	of	melody;	however,	 their	existence	 in	different	positions	
within	different	pieces	might	lead	to	overlapping	of	the	meaning	system	as	well	as	
an	expansion	from	the	original	discourse	relating	to	a	specific	political	and	cultural	
background.	 The	 astonishing	 power	 of	 the	 language	 within	 that	 discourse	 is	 not	
always	the	same	but,	together	with	the	music,	functions	as	an	effective	message	to	
communicate	with	the	audience.	This	eventually	becomes	an	independent	meaning	
system,	 without	 the	 form	 of	 language,	 but	 representing	 the	 same	 even	 deeper	
meaning	 within	 a	 new	 communicational	 process,	 based	 on	 this	 content.	 The	
political	scientist	Graber	pointed	out	that	content	analysis	is	the	most	widely	used	
method	 for	 research	 into	 political	 messages,484	though	 the	 full	 range	 of	 content	
analysis	approaches	will	not	be	listed	here;	however,	McQuail	stated	that	whatever	
approach	 is	 used,	 the	 research	 should	 take	 account	 of	 the	 meaning,	 within	 the	
discourse,	to	the	whole	society.485	
The	basic	model	of	a	mass	communication	process	requires	that	the	message	
flows	 from	the	 sender	 to	 the	 receiver.	Within	 this	 chapter,	when	 focusing	on	 the	
content	 analysis	 of	 a	 message,	 the	 two-stepped,	 traditional	 content	 analysis	
approach	proposed	by	Berelson	and	Hart	will	be	used	to	analyse	research	samples,	
in	this	case,	the	appearance	of	popular	music	from	Hong	Kong	as	a	vital	part	of	the	
CCTV	 Spring	 Festival	Gala	 since	 1983.	 The	meaning	 of	 the	music	message	will	 be	
examined	by	focusing	on	its	genre,	musical	form,	structure	and	language,	especially	
by	 establishing	 a	 category	 frame	 of	 external	 reference	within	 the	 specific	 social-












for	mass	 communication	purposes,	 the	 value	of	 this	 application	 is	 that	 the	music	
text	should	be	studied	not	only	within	the	native	culture,	but	also	within	the	music	






it	 is	 worth	 noticing	 his	 appearance	 was	 highly	 connected	 to	 the	 political	
environment	of	the	central	government,	from	the	Post	British	Hong	Kong	era	to	the	
recent	call	 to	the	whole	nation	of	 the	Chinese	Dream.	This	popular	music,	and	 its	
singer	 from	Hong	Kong	on	 the	CCTV	Spring	Festival	Gala	 stage,	 is	 a	 symbol	being	
encoded	 to	 disseminate	 the	 message	 of	 general	 patriotism	 and	 the	 common	
identity	 of	 the	 nation,	 across	 the	mainland	 and	Hong	 Kong,	 bearing	 in	mind	 that	
mass	 communication	 emphasizes	 activity	 among	 the	 audience	 regarding	 the	
original	message.		
In	 the	 following	 section,	 the	 discussion	 will	 focus	 on	 the	 most	 important	
performance	 of	 the	 national	 holiday,	 showing	 how	 symbols	 of	 political	messages	
are	 decoded	 during	 dissemination	 and	 how	 the	 music	 message	 is	 reconstructed	
during	 the	 communicational	 process	 by	 the	 receiver,	 leading	 to	 the	 concepts	 of	
reception	analysis	and	semiotics.		
	
7.3 Semiotics	as	an	approach	
	
In	this	section,	the	theoretical	approach,	semiotics	will	be	discussed	in	
decoding	the	message	of	the	mass	communication	process	regarding	popular	music	
from	the	CCTV	Spring	Festival	Gala.	Message	content	research	is	always	concerned	
with	language,	as	it	is	where	it	was	originally	rooted,	and	it	is	vital	in	the	decoding	
																																																						
486	Ibid.	
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process.487	Therefore,	a	key	question	must	be	asked:	how	might	semiotics	theory	
be	applied	in	studying	popular	music	within	the	discourse	of	the	CCTV	Spring	
Festival	Gala?	The	discussion	will	begin	with	the	musical	use	of	semiotics	on	popular	
music.		
Semiotics,	or	semiology,	first	emerged	from	Swiss	linguist	Saussure’s	work.	He	
refers	to	semiology	as	the	study	of	sign;	the	two	key	elements	created	by	Saussure	
are	signifier	and	signified.488	The	concept	was	developed	by	Pierce,	who	believed	
semiotics	to	be	a	more	complicated	system	than	the	‘two	elements’,	meaning	‘its	
object,	and	its	interpretant,	this	tri-relative	influence	not	being	in	any	way	
resolvable	into	actions	between	pairs’.489	Therefore,	the	concept	of	semiotics	was	
expanded,	and	the	link	with	music	was	developed	by	Nattiez	in	1970.	Nattiez	also	
defined	the	two	categories	in	the	semiotics	of	music:	firstly,	analysis	of	the	acoustic	
system	of	signs	and	secondly,	concerning	the	system	of	musical	notation.490	Thus,	
the	link	between	music	and	semiotics	has	been	given	a	specific	direction.	Dunsby	
explained	that	‘for	semiotics,	music	is	a	cultural	or	social	phenomenon,	definable	
only	in	terms	of	its	value	held	in	a	culture	according	to	a	quantitative,	qualitative,	
and	analytical	interplay,’491	and	proposed	that	semiotics	also	offers	the	possibility	
of	measuring	the	meaning	and	value	of	music.	Can	one	apply	the	semiotics	
approach	to	the	study	of	popular	music?	‘One	of	the	problems	is	the	lack	of	an	
analytical	method’492	yet,	because	of	the	nature	of	traditional	music	analysis,	it	is	
thought	to	be	unsuitable	for	popular	music,	as	discussed	by	McClary	and	Walser.493	
Why	use	the	semiotics	approach	to	analyse	popular	music?	Tagg	explained	that,	as	
the	nature,	the	qualities,	and	uses	of	pop	music	have	been	an	interdisciplinary	task,	
‘a	holistic	approach	to	the	analysis	of	popular	music	is	the	only	viable	one	if	one	
																																																						
487	Ibid.,	311.	
488	de	Saussure,	Course	in	General	Linguistics,	65–70.	
489	Ahti-Veikko	Pietarinen,	Sign	of	Logic:	Peircean	Themes	on	the	Philosophy	of	Language,	Games,	
and	Communication	(The	Netherlands:	Springer,	2006),	32.	
490	Jonathan	Matusitz,	‘Semiotics	of	Music:	Analysis	of	Chinese	Rock	and	Pop	in	the	Post-Cultural	
Revolution	Era’,	All	Academic	Website,	3,	accessed	8	November	2012,	
http://citation.allacademic.com//meta/p_mla_apa_research_citation/1/1/2/4/8/pages112486/p112
486-1.php.	
491	Jonathan	Dunsby,	‘Music	and	Semiotics:	The	Nattiez	Phase’,	The	Musical	Quarterly	1	(1983):	28.	
492	Peter	Dunbar-Hall,	‘Semiotics	as	a	Method	for	the	Study	of	Popular	Music’,	International	Review	
of	the	Aesthetics	and	Sociology	of	Music	11	(1991):	128.	
493	Ibid.	
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wishes	to	reach	a	full	understanding	of	all	factors	interacting	with	the	conception,	
transmission	and	reception’.494	Popular	music	is	a	sign	because	it	has	many	faces	
and	many	uses;495	therefore	‘while	the	language	of	semiotics	is	generally	beyond	
the	ken	of	popular	discourse,	scholars	have	found	popular	culture	rich	and	useful	as	
objects	of	focus	for	these	tolls	and	methods’.496	Matusitz	and	Zhang	have	applied	
semiotics	in	studies	of	music	from	mainland	China:	Matusitz’s	paper	focused	on	
Chinese	rock	and	popular	music	in	the	post-cultural	revolution	era	but	before	the	
Opening	Up	and	Reform,497	while	Zhang	presented	a	study	primarily	on	the	
discourse	of	Communist	Party	political	ideology,	based	on	film	music	samples.	
An	important	conceptual	and	methodological	tool	for	popular	music	research	
and,	in	particular,	popular	music	study	using	the	semiological	method,	is	the	
hermeneutic	approach	advocated	by	Philip	Tagg,	who	stressed	that	‘popular	music	
is	regarded	as	a	sociocultural	field	of	study’.498	Therefore,	he	proposed	the	
analytical	model	for	popular	music:	this	was	mainly	concerned	with	the	time	or	
duration	of	the	music	sample,	and	then	considered	other	aspects,	for	example,	
melodic,	orchestrational,	tonality,	texture,	and	dynamic.499	It	is	worth	noting	that	
Tagg	still	treats	music,	which	in	his	theory	is	referred	as	the	analysis	object	or	AO,	as	
the	first	priority;	the	detailed	analytical	mode	which	is	a	‘textual	analysis’	of	
‘musical	factors’500	is	the	application	for	studying	a	body	of	popular	music.	This	
approach	allows	the	researcher	to	have	a	clear	and	objective	impression	of	the	
music	itself	before	looking	at	the	materials	within	other	contexts,	or	in	other	words,	
before	the	sign	occurs.	The	second	concern	is	still	associated	with	the	music	body,	
in	terms	of	the	acoustical,	electromusical	and	mechanical	aspects.501	However,	it	
can	be	seen	as	a	connection	with	the	dissemination	channel	from	the	
																																																						
494	Philip	Tagg,	‘Musicology	and	the	Semiotics	of	Popular	Music’,	Tagg	Website,	accessed	1	October	
2012,	http://www.tagg.org/xpdfs/semiota.pdf;	Philip	Tagg,	‘Analysing	Popular	Music:	Theory,	
Method	and	Practice’,	Popular	Music	2	(1982):	44.	
495	Tagg,	‘Musicology	and	the	Semiotics	of	Popular	Music’;	Tagg,	‘Analysing	Popular	Music:	Theory,	
Method	and	Practice’,	44.	
496	Eliot	Gaines,	‘Semiotic	Analysis	of	Myth:	A	Proposal	for	an	Applied	Methodology’,	The	American	
Journal	of	SEMIOTICS,	Summer	2001,	311.	
497	Matusitz,	‘Semiotics	of	Music:	Analysis	of	Chinese	Rock	and	Pop	in	the	Post-Cultural	Revolution	
Era’,	4–7.	
498	Tagg,	‘Analysing	Popular	Music:	Theory,	Method	and	Practice’,	44–48.	
499	Ibid.	
500	Ibid.,	62.	
501	Ibid.	
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communicational	point	of	view,	as	the	analysis	goes	beyond	the	scores	and	draws	a	
link	between	the	music	within	the	actual	venue	of	the	transmission,	the	physical	
distance	between	the	sound	resource	and	the	listeners,	and	how	the	sound	is	
delivered	to	the	audience	by	electronic	methods.		
This	method,	so	far,	from	the	semiological	point	of	view	has	defined	the	
appearance	of	the	musical	terms	and	the	physical	conditions	which	are	responsible	
for	disseminating	the	music	to	the	audience	as	symbols,	in	my	opinion.	It	has	not	
yet	associated	with	the	outer	meaning	system,	nor	paid	attention	to	the	verbal	or	
visual	meaning.	On	the	other	hand,	the	necessity	of	going	through	a	checklist	might	
mean	that	the	materials	become	more	accessible	to	the	researcher.	In	the	case	of	
the	music	materials	from	the	CCTV	Spring	Festival	Gala,	the	difficulties	in	applying	
this	method	are	lack	of	access	to	a	detailed	music	sheet	or	transcript	of	the	
performance	in	the	television	broadcast;	also,	it	is	almost	impossible	to	measure	
the	precise	distance	between	the	audience	and	the	performer.	How	does	one	adapt	
this	method	to	suit	research	that	is	not	from	a	Western	popular	music	background?	
Before	Tagg	proposed	the	model,	he	pointed	out	that	‘choice	of	method	is	
determined	by	the	researcher’s	“mentality”’.502	That	is	to	say,	in	the	case	of	the	
CCTV	Spring	Festival	Gala,	the	researcher’s	views,	values	and	ideology,	which	had	
arisen	from	their	historical	and	social	background,	or	context	of	the	performance	
would	determine	the	research	of	signs.	
If	music	can	be	considered	as	a	‘sign-language’,	as	Monelle	indicated,503	and	
considering	that	there	are	signs	throughout	the	performance	on	the	CCTV	Spring	
Festival	Gala	stage,	it	does	not	matter	whether	the	audience’s	attendance	is	virtual	
or	physical.	Despite	the	fact	that	the	‘musical	signs	have	been	thought	of	as	
images’,504	how	the	signs	can	be	read	and	received	depends	on	the	audience’s	
‘mental’	distance,	as	well	as	the	researcher’s.	For	instance,	to	the	eye	of	an	etic	
researcher,	in	the	case	of	‘My	Chinese	Dream’,	symbols	appeared	on	the	TV	screen	
from	the	first	moment	when	the	programme	was	introduced.	A	number	of	symbols	
emerged,	such	as	the	red	lanterns	as	the	stage	background,	the	theme	colour	of	
																																																						
502	Ibid.,	45.	
503	Raymond	Monelle,	Linguistics	and	Semiotics	in	Music	(University	of	Edinburgh,	UK,	1992),	204.	
504	Ibid.,	198.	
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Hong	Kong	inspired	by	its	symbolic	flower,	the	Chinese	Redbud,	on	the	stage,	the	
singer	Zhang	Min-ming	himself	as	a	patriotic	figure,	the	name	of	the	song	being	a	
direct	quote	of	President	Xi	Jin-ping,	and	the	theme	melody	from	‘My	Chinese	Heart’	
from	1983	–	but	these	will	not	become	signs	to	the	etics	researcher.	In	fact,	the	
Spring	Festival	Gala	itself	is	a	sign,	as	the	Spring	Festival	is	also	a	sign	to	the	people	
who	celebrated	it.		
How	does	the	emic	researcher	and	researchers	from	the	same	background,	
connect	to	the	attitudes,	ideology,	and	shared	values	which	had	been	encoded	
within	this	popular	music?	Starting	with	the	signified,	how	much	of	the	information	
does	the	emic	researcher	need	to	be	able,	potentially,	to	decode	some	of	the	
compositional	work?	Secondly,	how	much	of	the	encoded	message	can	be	
interpreted	in	the	way	it	was	designed,	according	to	the	concepts	of	the	specific	
cultural	context?	For	instance,	if	the	Spring	Festival	Gala	is	taken	as	a	sign,	the	idea	
of	celebrating	the	festival	nationwide,	on	television,	comes	from	a	deep	cultural	
meaning	in	Chinese	society.	Therefore,	the	festival	represents	all	the	ancient	
traditions	which	are	ritualised	within	the	celebrations	of	even	the	smallest	family	
unit,	such	as	lighting	fireworks	or	dinner	parties,	which	are	the	signifiers	of	the	sign.	
After	thirty	years	of	television	broadcasting	of	the	Spring	Festival	Gala,	this	is	
possibly	the	only	such	programme	available	to	the	Chinese	audience.	Watching	the	
Gala	while	conducting	the	traditions	has	made	the	CCTV	Spring	Festival	Gala	
become	a	‘new	tradition’,505	and	also	a	signifier	of	the	Spring	Festival,	along	with	
the	fireworks	and	other	traditions.	On	this	account,	to	an	etic	researcher,	the	signs	
of	the	CCTV	Spring	Festival	Gala	are	not	directly	associated	with	the	musical	
performance:	therefore,	in	the	absence	of	the	traditional	culture,	the	etic	view	
might	be	blind	to	them.	
In	the	four	semiotic	approaches	to	the	study	of	signs	in	music	proposed	by	
Hatten,	the	‘markedness’,	the	‘topics’,	the	‘tropes’,	and	the	‘gesture’	were	listed	as	
the	major	theoretical	pathways,506	based	on	examples	from	Beethoven	and	
Schubert,	to	explain	the	mapping	of	musical	oppositions	onto	cultural	oppositions,	
																																																						
505	‘Everybody	Is	Watching	the	New	Year	Celebration’,	Xinhua	News	Agency,	accessed	1	February	
2013,	http://news.xinhuanet.com/xhfk/2013-01/31/c_124303011.htm.	
506	Robert	Hatten,	‘Four	Semiotic	Approaches	to	Musical	Meaning’,	in	Musical	Meaning	in	Beethoven:	
Markedness,	Correlation,	and	Interpretation	(Indiana:	Indiana	University	Press,	2004),	5–29.	
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as	well	as	combining	the	topics	to	produce	new	meanings,	as	metaphor	in	
language.507	It	is	worth	noting	that	the	approaches	were	designed	and	developed	
based	on	the	study	of	Western	music;	however,	as	Tagg	and	Clarida	underlined,	the	
meaning	of	music,	essentially,	emerges	through	the	connotations	of	sounds	and	
social	construction,	and	the	appropriation	and	amplification	of	certain	meanings	
associated	with	these	connotations.508	Thus,	this	approach	can	be	simplified	as	a	
one-way	linear	process:	sign→text→	social	discourse.	
In	analysing	the	Spring	Festival	Gala	music	from	the	emic	point	of	view	using	
the	above	semiotic	method,	the	piece	discussed	in	the	last	section,	‘My	Chinese	
Dream’	from	2014,	will	be	used	an	example.	First	of	all,	the	symbols	(sound	and	
sound	image)	from	the	original	transcript	of	that	song	must	be	examined,	by	
conducting	textual	analysis	on	its	lyrics,	melody	and,	most	importantly,	its	visual	
transcript	within	the	music	text,	to	discover	the	meaning,	concept	or	idea	that	the	
sign	evokes	and	expresses.	Then	the	ideas	referring	to	the	sign,	within	the	political	
and	social	discourse	from	the	emic	point	of	view,	must	be	discussed.	Thus,	a	
transcript	combined	with	the	discussion	of	‘My	Chinese	Dream’	follows,	as	shown	
below.	
	(1)	<TIME	Duration>	0.04:	[Title]	Introduction	and	information	on	the	
forthcoming	programme,	the	composer,	the	performers’	names	and	region,	and	the	
title	of	the	song	are	clearly	indicated	on	the	TV	screen,	all	printed	in	gold	characters	
on	a	red	background.	A	group	of	red	lanterns,	which	are	used	as	household	
decorations	for	Spring	Festival,	can	be	seen	hanging	from	the	roof	of	the	studio,509	
and	a	gold	kite	is	projected	on	top	of	the	stage.	Thanks	to	the	technology,	the	
studio	blends	naturally	with	the	stage	like	a	whole,	to	bring	a	sense	of	home	rather	
than	a	television	programme.	Within	the	text	of	the	programme,	the	red	lanterns,	
the	projection	of	the	kite	and	the	horse	decoration	for	2014	are,	together,	the	most	
recognizable	signifiers	for	the	Chinese	audience,	and	they	represent	the	traditional,	
																																																						
507	Ibid.	
508	Philip	Tagg	and	Bob	Clarida,	‘Ten	Little	Title	Tunes--Towards	a	Musicology	of	the	Mass	Media’,	
New	York	&Montreal,	2003	The	Mass	Media	Musicologists’	Press,	n.d.,	14,	47,	69.	
509	‘Red	Lanterns	of	Prosperity’,	BBC	News,	accessed	10	May	2013,	
http://news.bbc.co.uk/1/hi/special_report/1998/chinese_new_year/50400.stm.	
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cultural	aspects	of	the	Chinese	New	Year.510	To	any	native	Chinese	person,	
throughout	a	person’s	life,	these	signs	can	be	seen	in	local	markets	during	the	
traditional	new	year,	like	Christmas	markets	in	some	Western	countries;	the	new	
year	themes	are	created	by	those	signifiers	on	streets	and	in	shops	each	year,	
before	the	Chinese	New	Year.	They	are	recognized	by	almost	all	Chinese	people	
from	all	social	classes	and	ethnic	groups,	from	cities	to	villages.511	The	music	has	not	
started	yet,	but	the	given	message	has	outlined	the	potential	theme	of	the	
programme	from	the	government’s	perspective:	‘Chinese	dream’	was	the	most	
popular,	mainstream	political	slogan	of	the	year	in	2013,512	having	been	promoted	
by	the	government	at	all	levels.513	
When	the	title	of	song	was	introduced	on	the	screen,	the	nature	of	this	piece	
clearly	spoke	for	itself:	a	song	carrying	out	the	political	voice	of	the	Communist	
Party.	A	detail	must	be	noticed:	Zhang	Min-ming’s	name	has	been	seen	as	a	symbol,	
a	patriotic	symbol	from	Hong	Kong,	ever	since	his	performance	at	the	CCTV	Spring	
Festival	Gala	in	1983,	as	the	first	musician	who	performed	‘My	Chinese	Heart’	on	
the	mainland.	The	name	is	associated	with	the	set	of	values	of	the	‘true	heart’	in	
Chinese	赤子之心).	The	concept	was	first	mentioned	by	the	ancient	philosopher	
Mencius	(372	BC-289BC),	to	describe	‘the	purity	of	the	heart,	like	a	new	born	
child’;514	it	is	now	used	to	describe	someone	with	a	mind	of	pure	goodness,	also	
referred	to	as	patriotism	in	mainstream	culture,	such	as	in	the	Communist	
journal.515	The	sign	of	the	title	and	singer	suggested	the	music	has	a	strong	
connection	with	the	Communist	political	proposition.		
	
																																																						
510	‘The	History	of	Chinese	Kites’,	Chinakites	Website,	accessed	10	March	2014,	
http://www.chinakites.org/htm/fzls-gb.htm.	
511	‘People	Celebrating	the	Spring	Festival’,	Xunyi	Government	Website,	accessed	2	February	2014,	
http://www.snxunyi.gov.cn/contents/418/24120.html.	
512	‘”Chinese	Dream”	–	One	of	the	Most	Popular	Words	of	2012’’,	People	Website,	accessed	27	June	
2013,	http://history.people.com.cn/n/2013/0606/c363490-21758194.html.	
513	Ibid.	
514	From	‘Lilouxia	[in	Chinese离娄下]’	of	Mencius.		
515	Jia-yu	Zhang,	‘Patriotism:	A	Cherished	True	Heart’,	Zhongzhidangjian	(中直党建),	accessed	17	
October	2013,	http://www.zzdjw.com/GB/165259/15919438.html.	
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Figure	7-4.	The	introduction	to	‘My	Chinese	Dream’	appears	on	the	TV	screen.	
	
(2)	<TIME	Duration>0.05-0.31:	the	camera	moves	towards	the	stage.	Zhang	Min-
ming	is	standing	in	the	middle	of	the	stage,	surrounded	by	seventy	female	dancers	
in	light	pink	dresses.	The	stage	lighting	is	significantly	purple,	as	shown	in	Figure	7-5.	
The	overwhelming	number	of	performers	gently	moving	along	with	the	
introduction	of	the	music	and	the	striking	purple/dark	pink	colour	are	signs,	
although	they	are	relatively	subtle	in	this	case,	and	they	catch	the	attention	of	the	
audience.	The	total	number	of	performers,	including	Zhang	Ming-min,	is	seventy-
one.	‘Seven’	and	‘one’	are	vital	numbers	in	this	context:	the	first	of	July	is	the	
birthday	of	the	Communist	Party	of	China,	and	Hong	Kong	was	returned	to	China	on	
1st	July	1997.516	Therefore,	the	number	of	performers	on	the	stage	can	be	seen	as	a	
signifier	of	that	historical	event.	What	does	the	colour	mean	on	the	stage?	Is	it	
associated	with	the	theme	of	Hong	Kong	as	well?	According	to	the	Xinhua	News	
Agency,	the	Chinese	Redbud	was	voted	as	the	flower	of	Hong	Kong	city	in	1965,517	
and	the	colour	of	the	stage	lighting	and	the	female	dancers	are	the	same	colour	as	
the	Chinese	Redbud.	Therefore,	together,	these	two	elements	expressed	the	
information,	and	the	meaning,	of	a	declaration	of	the	sovereignty	of	Hong	Kong	
island,	since	its	handover	on	1st	July	1997.	
																																																						
516	‘Hong	Kong	Returned	to	China’,	History	Website,	accessed	1	August	2013,	
http://www.history.com/this-day-in-history/hong-kong-returned-to-china.	
517	‘Chinese	Redbud	as	the	Flower	of	Hong	Kong’,	Xinhua	News	Agency,	accessed	25	June	2013,	
http://news.xinhuanet.com/ziliao/2007-05/24/content_6145122.htm.	
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Figure	7-5.	The	singer	and	dancers	are	introduced	to	the	audience	through	the	camera.	
(3)	<TIME	Duration>0.32-0.49:	He	sings:	
‘When	I	was	little,	Mom	often	asked	me,	What	is	your	Dream?	I	lift	my	head	and	
respond,	I	will	devote	my	youth	to	the	motherland.’	
	
The	background	screen	shows	the	picture	of	the	Ruin	of	St	Paul’s	in	Macau,	as	
shown	in	Figure	7-6.	Zhang	mentioned	the	key	word	‘dream’	for	the	first	time	in	this	
song.	The	dream	can	be	understood,	within	the	story	line	provided	by	the	lyrics,	as	
that	of	a	child	who	has	a	great	love	for	the	country.	However,	the	connotation	of	
that	sign,	the	dream,	has	been	offered	a	deeper	layer	of	meaning	because	of	the	
singer’s	identity,	being	a	symbol	of	nationalism	and	patriotism.	In	this	account,	
Hong	Kong	(represented	by	Zhang)	and	Macau	are	both	the	children	of	the	
motherland,	and	they	are	willing	to	support	the	motherland	at	her	side.	Using	the	
metaphor	of	‘mother’	to	represent	the	country	can	make	the	patriotic	theme	more	
accessible	to	ordinary	people.	Additionally,	the	Spring	Festival	is	a	symbol	of	family	
reunion	in	most	Chinese	cultures;	chunyun518	is	a	term	to	describe	the	Spring	
Festival	travel	period,	when	a	large	number	of	people	try	to	travel	home	for	the	
festival.	Therefore,	patriotic	education	has	developed	for	the	whole	nation,	to	
																																																						
518	Clifford	Coonan,	‘Two	Billion	Journeys	in	China’s	Own	Great	Migration’,	The	Independent,	21	
September	2006,	http://www.independent.co.uk/news/world/asia/two-billion-journeys-in-chinas-
own-great-migration-524853.html.	
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blend	into	the	theme	of	‘family	gathering’	at	the	time	of	the	Spring	Festival.	The	
message	comes	from	Zhang	Min-ming,	who	was	chosen	for	the	Hong	Kong	accent	
when	performing	to	make	the	story	more	realistic.	
	
	
Figure	7-6.	The	subtitle	says,	‘I	worked	hard	through	these	years’,	along	with	Zhang	Min-ming’s	
singing.	
	
(4)	<TIME	Duration>0.50-1.04:	Zhang	sings:		
	
‘I	worked	hard	through	all	these	years,	and	gradually	proved	myself	
My	Chinese	Dream	is	still	in	my	heart.’	
	
The	background	LED	screen	projected	a	series	of	Hong	Kong	landmarks,	such	as	
Victoria	Harbour	and	the	Bank	of	China	Tower,	briefly	stopping	on	the	picture	of	
two	flags,	as	shown	below	in	Figure	7-7.	Showing	pictures	relating	to	the	economic	
prosperity	of	today’s	Hong	Kong,	the	sequence	stopped	at	the	scenes	of	flats	in	
Hong	Kong	and	China,	as	well	as	the	statue	of	the	symbolic	Chinese	flower,	the	
Redbud,	to	emphasize	the	intention	of	a	sense	of	ownership	from	the	central	
government’s	perspective,	while	Zhang	is	singing	and	playing	the	role	of	Hong	Kong	
in	this	context.	Therefore,	he	is	expressing	the	message	that,	as	the	‘child’	of	China,	
Hong	Kong	will	share	the	same	dream	and	values	as	the	mainland.	The	hook	of	the	
	
	
210	
song,	along	with	the	lyrics	‘my	Chinese	Dream	is	still	in	my	heart’,	emerges	for	the	
first	time	as	the	ending	of	the	first	part.		
	
	
	
Figure	7-7.	The	Chinese	national	flag	and	the	regional	flag	of	the	Hong	Kong	Special	Administrative	
Region	of	the	People’s	Republic	of	China	are	both	showing	on	the	LED	screen,	and	the	golden	
flower	statue	of	a	Chinese	Redbud	is	on	the	right	hand	side	of	the	screen.	
	
(5)	<TIME	Duration>1.05-1:50:	intervals	enter,	with	the	appearance	of	the	melody	
of	‘My	Chinese	Heart’.	The	numbered	notation	has	introduced	the	identical	melody,	
which	can	be	found	in	the	highlighted	area	in	Figure	7-2	and	Figure	7-3.	‘My	
Chinese	Heart’	is	a	household	tune	that	has	been	rated	as	the	most	widely	
broadcast	song	originating	from	the	medium	of	the	CCTV	Spring	Festival	Gala,	
according	to	Hunan	Television	research.519	The	context	of	the	song	is	most	familiar	
to	many	ordinary	people	from	the	mainland;	the	connotation	of	the	song,	the	
melody,	and	the	singer	together	can	be	seen	as	a	sign	of	expressing	love	to	the	
country	from	a	Hong	Kong	person.	The	introduction	of	that	specific	song,	on	one	
hand,	according	to	the	writer	of	‘My	Chinese	Dream’,	is	to	express	his	own	respect	
																																																						
519	‘The	Most	Popular	Songs	of	the	Spring	Festival	Gala’,	Hunan	Television	Website,	accessed	15	May	
2012,	http://ent.hunantv.com/m/20110523/916981.html.	
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for	the	earlier	classic;520	on	the	other	hand,	the	content	and	theme	of	‘My	Chinese	
Heart’	were	incorporated	into	the	new	song	to	further	the	meaning	to	a	deeper	
level,	to	adapt	the	new	social	and	political	context	of	the	Chinese	dream	theme	by	
playing	the	tune	only.		
	
(6)<TIME	Duration>1:51-2:20:	Zhang	sings:		
‘No	matter	where	you	are,	Chinese	people,	from	all	over	the	world,	the	world	is	
praising	for	you.’	
	
The	background	LED	screen	shows	the	Beijing	2008	Olympics,	the	opening	
ceremony	firework	display,	as	shown	in	Figure	7-9.	This	part	of	the	music	is	the	
upsurge	of	the	whole	song	in	terms	of	the	musical	range,	as	well	as	the	meaning.	
Successfully	hosting	the	Beijing	Olympic	Games	is	a	symbol	representing	the	
achievement	of	the	country.	The	picture	demonstrated	the	glamorous	visual	effects	
of	the	new	buildings	and	the	fireworks,	the	latter	also	being	an	ancient	Chinese	
invention.	The	whole	picture	constructs	a	great	sense	of	national	pride,	together	
with	the	lyrics,	to	create	a	call	to	all	Chinese	people	all	over	the	world.	From	this	
point,	the	meaning	of	the	song	has	been	expanded	from	patriotism	to	nationalism	
towards	the	Chinese	race.		
	
																																																						
520	‘My	Chinese	Dream	Dedicated	to	My	Chinese	Heart’,	Sohu	News,	accessed	19	May	2014,	
http://roll.sohu.com/20140517/n399689613.shtml.	
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Figure	7-8.	The	background	LED	screen	is	showing	the	fireworks	above	the	National	Stadium	(the	
blue	circle)	of	the	Beijing	Olympics	opening	ceremony,	on	8	August	2008.	The	subtitle	indicates	the	
lyrics,	as	Zhang	sings	‘the	four	seas	are	connected	to	each	other,	as	well	as	the	five	continents’.	
	
(7)<TIME	Duration>2:21-2:39:	Zhang	sings:	
‘The	hearts	are	joined	together,	the	love	is	fusing,	Chinese	people	are	a	family	who	
will	complete	a	common	dream’.	
	
The	footage	of	a	group	of	people	wearing	ethnic	clothes	is	shown	in	the	background	
on	the	LED	screen,	as	indicated	in	Figure	7-9.	The	signs	of	national	unity	among	all	
ethnic	groups	are	represented	by	people	wearing	ethnic	looking	clothes;	the	
footage	is	trying	to	direct	the	message	in	a	more	specific	way	than	the	music.	An	
outlook	is	captured	by	the	camera	for	the	audience,	including	the	LED	screen,	and	
the	singer	and	dancers	are	all	framed	on	the	stage	to	express	the	message	
suggested	by	the	lyrics:	all	the	Chinese,	no	matter	what	ethnic	groups	they	are	and	
where	they	live,	will	all	celebrate	this	festival	like	a	family	and,	most	importantly,	
share	the	common	Chinese	Dream.	This	scene	also	proposed,	and	expanded,	an	
explanation	of	the	connotation	on	the	subject	of	the	Chinese	Dream:	perhaps	it	is	
the	spirit	of	grand	unity	across	the	boundary	of	ethnicity.		
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Figure	7-9.	As	shown	above,	the	subtitle	synchronises	with	Zhang’s	singing	of	‘the	
Chinese	people	are	a	family	who	will	complete	a	common	dream’.	The	background	
is	playing	the	footage	of	fifty-five	ethnic	groups	in	their	traditional	clothes,	while	
the	dancers	are	accompanying	the	singing	under	dark	pink/purple	stage	lighting.	
The	top	and	sides	of	the	stage	remain	dark	red.	
	
	(8)<TIME	Duration>2:21-2:39:	The	end	of	the	song.	Zhang	sings:	
	
‘My	Chinese	Dream	will	never	fade,	the	country’s	honour	is	also	mine;	no	matter	
from	where	you	are,	we	are	family	and	share	the	same	dream.		
My	Chinese	Dream,	it	will	always	be	in	my	heart…’	
	
The	hook	of	the	song	‘my	Chinese	Dream,	it	will	always	be	in	my	heart’	emerges	
again	as	the	ending	of	the	song.	A	number	of	symbols	representing	the	hard	power	
of	the	country	were	displayed	in	the	LED	screen	footage;	for	example,	the	Chinese	
astronauts	in	space;	Tian’an	Men	and	Huabiao	(as	the	picture	indicates	in	
Illustration	8.0);	pigeons	flying	above	the	Great	Wall.	China	expressed	its	
confidence	based	on	the	process;	for	instance,	China’s	space	industry	is	one	of	the	
most	advanced	at	the	international	level;	Tian’an	Men	and	Huabiao	are	the	signs	of	
the	absolute	power	of	the	central	government;	pigeons	taking	off	from	the	Great	
Wall	are	a	call	to	world	peace.	This	footage	is	presented	from	the	government’s	
position,	to	reinforce	the	message	of	the	power	of	the	Communist	Party	in	the	
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world,	and	meanwhile,	the	hope	of	building	a	peaceful	and	harmonious	society,	as	
the	Chinese	Dream	comes	true.		
	
	
	
Figure	7-10.	The	subtitles	show	the	lyrics,	‘My	Chinese	Dream	will	never	fade’.	The	background	
presents	the	Tian’an	Men	Tower	and	the	white	jade	pillars	of	Huabiao	from	Tian’an	Men	Square.	
The	signs	are	everywhere	and	the	meaning	is	developing	as	the	music	continues.	
The	meaning	of	the	music	gets	deeper	and	closer	to	the	core	of	the	central	
government’s	political	concept,	until	it	reaches	the	end.	The	signs	within	the	song	
have	covered	the	following	purposes:	maximize	the	mass	communication	scale,	by	
bringing	the	idea	of	the	Spring	Festival	Gala	as	a	tradition	to	the	nation;	set	the	
communicational	emitter	to	the	greatest	volume;	based	on	the	preparation	
provided	by	the	state-owned	media	machine,	highlight	the	Chinese	Dream,	as	the	
highest	order	political	slogan	from	the	president.	That	dream	from	Xi	Jin-ping	
existed	as	a	sign	system	with	a	set	of	meanings,	including	the	official	definition	from	
the	government,	and	a	personal	understanding.	So,	before	it	was	introduced	to	the	
audience	through	a	song,	it	already	was	a	mature	and	solid	theory,	which	was	
disseminated	by	the	state-owned	media	machine	throughout	the	country,	to	all	the	
receivers.	Nevertheless,	introducing	the	political	concept	through	symbols,	via	
music,	is	an	effective	way	of	convincing	the	audience,	a	way	of	playing	soft	power.		
The	Spring	Festival	Gala	is	a	new	tradition,	as	part	of	the	celebration	of	the	
Chinese	New	Year.	It	owns	and	develops	signs	during	the	broadcast,	with	the	
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preferred	symbols	to	deliver	specific	meanings	to	the	audience,	to	consolidate	its	
political	control	through	entertainment.	When	the	audience	has	accepted	this	new	
tradition,	the	song	encoded	with	the	political	message	of	the	Chinese	Dream	is	
pushed	towards	the	audience	as	part	of	the	new	tradition,	in	the	form	of	a	popular	
song	from	a	Hong	Kong	singer.	In	doing	this,	the	value	of	the	‘dream’	was	given	the	
identity	of	a	transition	to	patriotism	but	it	can	be	traced	back	to	the	traditional	
ideology	from	ancient	Chinese	philosophy.	The	choice	of	the	singer,	Zhang	Ming-
min,	makes	a	clear,	political	point	representing	the	central	government	perspective,	
to	declare	ownership	of	Hong	Kong	from	the	first	moment	he	was	filmed	with	
seventy-one	dancers	in	purple	dresses,	with	an	ordinary	Hong	Kong	person’s	accent	
and	the	stereotypical	performance	style	of	Hong	Kong	pop	music	singers,	giving	an	
illusion	to	the	mass	audience	that	all	Hong	Kong	residents	think	in	the	same	way.	
From	this	point,	the	signs	are	communicating	with	the	audience	in	two	forms,	in	
music	and	visual	experience.	The	verbal	meaning	is	similar	to	a	ballad,	telling	a	story,	
how	‘I’	chased	‘my’	dream	through	the	years,	while	showing	the	economic	
development	of	Hong	Kong.	So	the	connotation	of	‘I’	was	more	than	a	person.	The	
two	sets	of	signs	(a	person	and	Hong	Kong)	seem	unrelated,	but	in	this	context,	‘I’	
was	Hong	Kong.	By	calling	to	all	the	Chinese	to	share	the	same	dream	across	the	
world,	the	song	has	accomplished	the	transition	from	a	patriotic	education	to	
nationalism.		
Using	the	semiotic	approach	to	analyse	‘My	Chinese	Dream’,	and	focusing	on	
the	signs	and	the	connotation	of	the	sounds	within	the	specific	social	and	historical	
background	can	offer	an	insight	into	the	music	message.	All	the	signs	can	be	read	
and	interpreted	within	the	musical	text;	however,	most	importantly,	the	sound	and	
visual	signifiers	have	further	connections	with	the	connotation,	within	the	specific	
political	and	social	discourse.	Thus,	the	power	of	content	analysis	on	the	meaning	
provided	by	the	lyrics	and	melody	is	limited	compared	to	the	approach	of	semiotics.	
In	order	to	decode	the	meaning	of	the	signs	of	a	song	such	as	‘My	Chinese	Dream’,	
within	the	complex	background,	help	from	sign	research	is	essential,	as	the	
meaning	of	the	music	is	not	only	written	on	the	score.		
From	the	perspective	of	semiotics,	since	its	first	appearance	on	the	CCTV	
Spring	Festival	Gala	stage	in	1983,	popular	music	could	not	avoid	playing	the	role	of	
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a	machine	with	a	set	of	political	information.	The	connotation	of	the	music,	within	
the	social	and	political	background,	does	not	exist	outside	this	stage	as	the	meaning	
was	provided	not	just	by	the	musical	text	but	mainly	by	the	stage	itself.	Popular	
music	on	the	stage	of	the	CCTV	Spring	Festival	Gala	is	a	music	form	which	speaks	
the	mass	language,	but	which	embodies	political	signs	to	express	the	concepts	of	
the	central	government.	Popular	music	from	Hong	Kong	and	other	regions,	on	this	
stage,	is	designed	to	hold	a	set	of	signs	which	can	be	decoded	by	the	audience;	
without	those	signs,	there	will	be	no	need	for	popular	music	on	this	stage	and	pop	
music	will	not	be	popular	anymore.	
	
7.4 Mainland	Spice	Girls	Versus	Taiwanese	Bencao	Gangmu	
	
Popular	music	through	the	official	cultural	outlet,	arrived	in	mainland	China	
with	the	1983	CCTV	Spring	Festival	Gala,	featuring	patriotic	Hong	Kong	singer	Zhang	
Ming-min	and	his	song	‘My	Chinese	Heart’,	as	well	as	Taiwanese	singer	Fei	Xiang	
and	his	song	‘The	Clouds	of	My	Hometown’,	which	also	brought	a	sense	of	national	
identity.521	Soon	after,	as	Moskowitz	indicated,	‘in	the	1980s	and	early	1990s,	
Taiwan’s	popular	music	swept	across	China’.522	As	previously	discussed,	Zhang	
Ming-min’s	performance	at	the	CCTV	Spring	Festival	Gala	in	2012	was	a	significant	
programme	which	delivered	mainstream	values	and	the	most	popular	political	
slogan	of	the	Communist	Party.	Has	such	popular	music	from	Hong	Kong	and	
Taiwan,	which	had	been	performed	in	the	Spring	Festival	Gala,	always	been	labelled	
with	a	favourable	political	identity	by	the	Communist	Party	from	the	mainland?	
How	does	the	audience	receive	it	today?	In	this	section	I	intend	to	focus	on	a	
specific	collaboration	for	the	2009	CCTV	Spring	Festival	Gala,	delivered	by	
Taiwanese	superstar	Jay	Chou	and	the	well-known	folk	singer	Song	Zu-ying.	The	
semiotic	approach	will	be	applied	to	analyse	and	interpret	the	encoded	messages	
																																																						
521	‘Fei	Xiang	Popular	Music	in	the	1980s’,	Sohu	News,	accessed	7	June	2012,	
http://news.sohu.com/20081204/n261011561.shtml;	‘Viewing	Opening	Up	via	CCTV’s	Spring	
Festival	Gala’,	Shangdu	Website,	accessed	7	June	2012,	
http://cul.shangdu.com/recommend/20081211-15227/index_4.shtml.	
522	Marc	L.	Moskowitz,	‘Mandopop	under	Siege:	Culturally	Bond	Criticisms	of	Taiwan’s	Pop	Music’,	
Popular	Music	28	(2009):	69.	
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within	China’s	social	and	political	discourse,	from	the	musical	signs	within	the	
songs.523	The	following	questions	will	be	answered:	what	connected	these	two	
different	pieces	by	singers	whose	music	styles	are	not	related?	Who	is	the	target	
audience	during	this	communicational	process	and	how	did	the	audience	interpret	
it	when	watching	this	performance?	
	
7.5 Musical	Textual	Analysis	of	the	Collaboration	
	
The	performance	delivered	by	Jay	Chou	and	Song	Zu-ying	in	2009	attracted	
the	highest	viewing	figures	of	any	of	the	Spring	Festival	Galas,	according	to	the	data	
from	the	media	research	company	CSM.524	It	was	a	joint	performance,	mixed	from	
two	individual	repertoires	performed	by	two	of	China’s	most	well-known	music	
stars.	Taiwanese	pop	star	Jay	Chow,	to	many	of	the	Chinese	audience,	is	a	symbol	
of	nationalism:	Jay’s	original	song	title	Bencao	Gangmu	comes	from	a	Chinese	
materia	medica	work	Bencao	Gangmu,	written	in	the	fifteenth	century	by	one	of	
the	greatest	Chinese	herbalists	and	acupuncturists	in	history,	Li	Shi-zhen.525	Jay	
composed	the	music	and	Fang	Wen-shan	wrote	the	lyrics.	The	performance	first	led	
in	with	Jay	Chow’s	rap	singing,	accompanied	by	a	mixture	of	traditional	Chinese	
flute,	Western	electric	guitar	and	drums.	The	music	sound	has	a	‘typical	
introduction	of	Jay’s	Western	styled	pop	music	but	with	a	significant	Chinese	
character’,	as	Zhan	states.526	Some	pop	singers	from	Taiwan	are	regarded	with	
‘mistrust’	and	‘disdain’	so	that	makes	the	central	government	fear	‘loss	of	national	
identity’.527	Jay’s	intention	of	expressing	his	respect	for	traditional	Chinese	culture	
possibly	helped	him	to	earn	support	from	the	mainland.	This	was	not	only	done	
																																																						523	The	original	research	and	the	paper	entitled	‘Listening	to	the	Pop	Music	within	the	CCTV	Spring	
Festival	Gala’	was	given	at	the	International	Conference	on	Music	Semiotics	in	Memory	of	Raymond	
Monelle	by	the	University	of	Edinburgh,	in	October	2012.		
524	Kan-zhu	Wang,	ed.,	‘China	TV	Rating	Yearbook’,	Beijing:	Communication	University	of	China,	2009,	
28.	
525	‘Introduction	to	Ben	Cao	Gang	Mu’,	UNESCO	Website,	accessed	8	July	2012,	
http://www.unesco.org/new/en/communication-and-information/flagship-project-
activities/memory-of-the-world/register/full-list-of-registered-heritage/registered-heritage-page-
1/ben-cao-gang-mu-compendium-of-materia-medica/.	
526	Pei-ni	Zhan,	‘The	Research	of	Jay	Chow’s	Effects’	(MA	Dissertation,	University	of	Taiwan,	2006),	
35.	
527	Moskowitz,	‘Mandopop	under	Siege:	Culturally	Bond	Criticisms	of	Taiwan’s	Pop	Music’,	69.	
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through	the	music,	but	also	Jay	wore	a	shining	gold	jacket	decorated	with	a	Chinese	
Long	pattern,	so	he	resembled	an	ancient	Chinese	emperor	standing	against	a	red	
background,	and	there	were	also	3D	projections	of	the	pieces	in	Chinese	chess.	The	
visually	communicated	signs	of	a	set	of	traditional	Chinese	elements	were	directly	
connected	to	a	TV	audience	of	millions.	He	sang:		
‘If	Hua	Tuo	[a	famous	physician,	Bozhou	–208AD]	is	still	alive,	the	idolization	
of	the	foreign	world	would	be	cured.	The	national	consciousness	would	be	
stimulated	when	foreigners	all	come	here	to	learn	characters.	All	these	
herbs	are	my	treasures,	I	shall	recreate	history	in	my	own	way.	If	you	have	
time	please	read	the	following	words...’	
	
The	lyrics	shown	above	introduce	his	‘Bencao	Gangmu’.	The	words	convey	a	great	
sense	of	pride	about	traditional	culture,	and	the	general	theme	of	nationalism	can	
be	read	through	‘national	consciousness’	to	more	specific	cultural	items	such	as	
‘characters’	and	‘herbs’,	finishing	with	an	appeal	to	the	audience	as	an	
encouragement.	In	the	musical	text,	this	part	just	finished	before	the	hook	came	in.	
With	the	music	continually	playing,	a	nine-year-old	boy	named	Hou	Gao-jun-jie,	
wearing	identical	clothing	to	Jay	Chow’s,	joined	in	as	a	guest	singer	while	
performing	a	body	popping	dance.	The	young	boy	can	be	seen	as	a	response	to	
Jay’s	appeal	to	the	audience.	The	identical	clothing	is	a	sign,	suggesting	that	Hou,	
though	from	the	younger	generation,	shares	the	same	value	of	national	pride.	The	
contrast	between	Western	culture,	from	the	dance	moves,	and	the	Chinese	theme,	
serve	as	an	attempt	to	attract	the	audience’s	interest	to	listen	and	watch.	The	two	
sang	together:		
Lotus	seeds,	goji	berries	[followed	by	a	list	of	Chinese	medical	herbs	that	
share	the	same	rhymes].	
I	am	honoured	to	take	some	Chinese	herbs…	
	
Jay’s	music	performance	could	be	taken	as	a	fusion	of	the	East	and	West,	showing	
the	application	of	Western	pop	music	through	rap	singing.	The	music	carried	on	
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with	the	hook	of	‘Bencao	Gangmu’,	as	shown	in	Figure	7-11	below,	in	the	second	
line	of	the	two	bars:528	
	
	
Figure	7-11.	The	hook	part	of	Jay	Chow's	Bencao	Gangmu,	music	by	Jay	Chow.	
	
	
It	is	worth	noticing	the	rhythmic	pattern	of	each	bar,	from	the	sample	taken.	The	
second	line	has	a	significant	character	of	the	application	of	syncopation,	which	can	
be	summarized	as:	
	4/4	♪♬♪♪♬♪♩|♪♬♪♪♬♪♩|…	
	
Furthermore,	the	Interval	between	the	first	eighth-note	(D♯)	and	the	second	
sixteenth-note	(A♯),	in	the	second	line	of	Figure	7-11,	is	a	relationship	of	a	perfect	
fourth.	This	is	followed	by	a	sixteenth-note,	one	and	half	notes	higher	(C♯),	ending	
on	two	eighth-notes	(D♯);	the	rest	of	this	bar	repeated	the	motif	in	terms	of	
harmony,	which	flows	as	(A♯)→(C♯)→(D♯).	Therefore,	together,	the	harmony	of	
the	whole	motif	is:	(D♯)→(A♯)→(C♯)→(D♯)	&	(A♯)→(C♯)→(D♯).	In	terms	of	
																																																						
528	‘Bencao	Gangmu	Score’,	Gangqinpu	Website,	accessed	5	May	2011,	
http://www.gangqinpu.com/html/2330.htm.	
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interval,	this	is	five	half	notes→four	half	notes→three	half	notes;	and	four	half	
notes→	three	half	notes,	a	pattern	of	543+43,	as	a	short	form.	
	
When	Hou	started	singing,	just	before	the	hook	of	‘Bencao	Gangmu’	as	shown	
in	Figure	7-11,	he	sang	a	different	clip,	from	the	song	‘Spice	Girls’,	instead	of	the	
hook	of	‘Bencao	Gangmu’,	while	also	break	dancing	(scores	as	indicated	in	Figure	
7-12)	When	Jay	became	a	drummer	on	the	traditional	Chinese	big	drum,	enhancing	
the	heated	atmosphere,	the	audience	cheered	and	applauded.	As	the	music	
gradually	approached	the	hook	again,	the	stage	rose	up,	bringing	the	original	singer	
of	‘Spice	Girls’,	the	celebrated	folk	singer	Song	Zu-ying,	to	the	audience’s	applause	
as	she	sang	the	second	theme	of	her	own	‘Spice	Girls’	(as	shown	in	bars	9-16,	Figure	
7-12).	The	audience	screamed	and	sang	along	with	the	performers	to	the	lyrics	of	
‘Spice	Girls’	as	the	music	continued;	however,	Jay	Chow’s	‘Bencao	Gangmu’	
remained	the	background	music.	At	this	moment,	artists	from	multiple	backgrounds	
and	genres	contributed	to	the	performance,	when	age,	gender,	singing	style	and	
political	background	all	blended	into	determination	to	give	a	passionate,	
collaborative	performance.	In	analysis,	the	input	from	Hou	and	Song	can	be	viewed	
as	a	typical	collage	technique;	a	detailed	examination	of	the	two	pieces,	which	were	
overlapped	within	this	performance,	will	follow.	First	of	all,	the	score	of	‘Spice	Girls’,	
originally	performed	by	Song	Zu-ying,	and	performed	by	Hou,	can	be	found	in	
Figure	7-12:	529	
	
																																																						
529	‘Song	Zu-Ying	Singing	in	London’,	People	Website,	accessed	8	August	2012,	
http://culture.people.com.cn/n/2012/0807/c22219-18681175.html;	‘Spice	Girls	Score’,	Tom	163.net	
Website,	accessed	5	May	2011,	
http://www.tom163.net/yuepuku/gequyuepu/yueyoushangchuan/200605/5551.htm.	
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Figure	7-12.	Musical	score	shows	the	first	part	of	Song	Zu-ying’s	original	song,	‘Spice	Girls’.	Music	
by	Xu	Pei-dong,	lyrics	by	Yu	Zhi-di.	The	translation	of	the	lyrics	for	this	part	is:	‘Spice	girls	of	red	
pepper	spice	girls,	hot	as	pepper.	They	love	peppers	as	children,	they	still	love	them	grown	up.	
They	marry	men	loving	peppers,	peppers	put	their	love	to	test	spice	girls,	hot	as	pepper.’	
	
	
How	did	Hou	replace	the	hook	of	‘Bencao	Gangmu’	with	the	second	musical	theme	
of	‘Spice	Girls’?	If	drawing	the	rhythmic	pattern	of	the	first	two	bars,	based	on	the	
verbal	groups	provided	by	the	meaning	of	the	text	‘spice	girls	of	red	pepper,	spice	
girls	hot	as	pepper…’,	according	to	the	score,	it	can	be	summarized	as:		
	2/4	♪♬♪♬♪♪♩|	♪♬♪♬♪♪♩|…	
	
	
In	comparison,	the	two	summarized	rhythmic	patterns	are	notably	similar,	featuring	
a	shape	of	syncopation	in	each	bar.	Additionally,	the	connection	between	the	first	
two	notes	of	this	motif	within	each	bar,	from	the	harmonic	point	of	view,	is	also	a	
perfect	fourth.	For	instance,	this	is	a	flow	from	(E)→(B);	moreover,	the	harmonic	
flow	of	the	motivation	of	bars	9	and	10	in	Figure	7-12	is	(E)→(B)→(D)→(E)	and	
(B)→(D)→(E).	In	terms	of	intervals,	it	shall	be	five	half	notes→three	half	
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notes→two	half	notes;	and	three	half	notes	→	two	half	notes,	a	pattern	of	532+32,	
in	short.	
The	answer	to	the	replacement	by	‘Spice	Girls’	is	becoming	clear.	The	hook	of	
‘Bencao	Gangmu’	is	highly	similar	to	the	second	theme	of	‘Spice	Girls’,	both	in	
terms	of	the	rhythmic	pattern	of	syncopation	as	well	as	the	harmonic	flow:	a	
543+43	model	versus	a	532+32	model,	respectively,	based	on	the	above	analysis.	
This	means	that	the	two	songs	share	similar	acoustic	effects.	However,	apart	from	
the	compositional	concern	of	the	musical	text,	the	two	pieces	are	not	related	in	
terms	of	the	verbal	meaning;	additionally,	the	two	pieces	were	originally	
contributed	by	singers	from	different	genres.	Therefore,	despite	the	identical	
musical	text,	what	was	the	real	reason	for	joining	these	two	pieces	on	the	CCTV	
Spring	Festival	Gala	stage?	The	tool	of	musical	content	analysis	seems	to	offer	little	
power	in	answering	the	question.	As	Tagg	pointed	out,	‘popular	music	is	regarded	
as	a	sociocultural	field	of	study’,530	therefore	a	deeper	discussion,	from	the	semiotic	
approach,	concerning	the	connotation	of	musical	signs	within	the	social	discourse	
might	also	be	introduced	in	analysing	the	communicational	process.		
	
	 	
																																																						
530	Tagg,	‘Analysing	Popular	Music:	Theory,	Method	and	Practice’,	45.	
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7.6 A	Semiotic	Approach	for	the	Collaboration	
	
Song	Zu-ying	herself	can	be	considered	as	a	symbolic	entity	in	various	
dimensions,	previous	work	having	been	conducted	on	performance,	aesthetic	and	
cultural	aspects	by	Chinese	scholars	in	recent	years.531	However,	as	little	research	
has	been	done	from	a	symbolic	angle,	the	following	questions	will	be	asked:	What	
message	do	her	songs	convey	about	the	musical,	social	and	political	discourse	of	
China?	Does	this	affect	the	collaboration	with	Jay	Chow?		
In	researching	the	questions,	I	intend	to	begin	by	considering	her	identity.	
According	to	Zhang	and	Li,	Song	Zu-ying’s	stage	performance	presents	the	
‘traditional	value	of	Chinese	culture’	as	well	as	marking	‘the	highest	level	of	Chinese	
national	styled	singing’.532	Li	further	indicates	that	‘Song	Zu-ying’s	performance	
highlighted	the	inner	unity	of	nature	and	music	technique’.533	These	arguments	
suggest	that	Song	Zu-ying	is	recognized	as	a	national	level	artist;	her	performance	is	
not	only	valued	from	the	musical	aesthetics	perspective,	but	also	from	the	ancient	
philosophical	point	of	view.	Zhang	and	Li	stated	that	‘Song’s	performance	expresses	
her	understanding	of	ancient	Chinese	wisdom	of	“balance”	and	the	respect	of	
nature’.534	That	is	to	say,	the	philosophical	concept	of	tian	ren	he	yi	(in	Chinese	天
人合一,	meaning	‘the	nature	and	the	human	is	a	whole’)535	can	be	seen	in	her	
performance.	‘Spice	Girls’	is	one	of	her	favourite	pieces	and	it	is	also	a	self-portrait	
to	describe	the	local	females	from	Hunan	Province	and	their	love	of	spicy	food.	The	
lyrics	and	music	come	from	ordinary	Chinese	people’s	life;	having	real	life	
experience	of	living	in	the	Hunan	countryside	and	enjoying	the	spicy	meals	of	her	
hometown	helped	her	to	express	this	identity	through	her	gestures,	pronunciation	
and	body	language,	to	offer	a	sense	of	reality	in	the	performance	yet	separating	her	
																																																						
531	Na	Li,	‘The	Aesthetic	Studies	of	Song	Zu-Ying’,	National	Tradition	6	(2009):	109;	Qi	Li	and	Zhi-
chang	Pan,	‘Singing	and	Politics:	An	Analysis	from	Song		Zu-Ying’,	Eastern	Forum	of	Nanjing	
University	3	(2006):	63;	Li	Zhao,	‘Some	Thoughts	after	Song	Zu-Ying’s	Performance	in	Foreign	
Countries’,	Music	and	Dance	4	(2012):	88.	
532	Xiao-feng	Zhang	and	Yi-bo	Li,	‘The	Singing	Style	of	Song	Zu-Ying	from	Aesthetic	Approach’,	
Cultural	Forum	of	Heilongjiang	University	9	(2001):	53.	
533	Li,	‘The	Aesthetic	Studies	of	Song	Zu-Ying’,	109.	
534	Zhang	and	Li,	‘The	Singing	Style	of	Song	Zu-Ying	from	Aesthetic	Approach’,	55.	
535	This	classic	concept	has	been	widely	discussed	in	Confucianism,	Daojia	and	Buddhism	in	terms	of	
physiology,	ethics,	politics	and	society,	and	many	other	aspects.		
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social	status	as	an	artist	from	the	mass	proletariat.	Her	countryman	Mao	Ze-dong	
was	also	from	Hunan	Province,	where	the	first	military	uprising	of	the	PLA	took	
place.536	The	local	culture,	as	well	as	Communist	culture,	are	both	heavily	
associated	with	red	peppers:	once	Mao	joked,	‘spicy	peppers	are	the	real	food	of	
revolutionaries’.537	And	yet,	although	a	folk	singer,	Song	Zu-ying	received	her	
Western	operatic	training	from	one	of	the	most	prestigious	music	colleges	in	
Beijing.538	
Therefore,	she	offers	many	key	features,	being	an	ideal	artist	from	the	
preferred	background,	with	the	right	voice	within	the	Communist	cultural	discourse,	
and	her	name	being	a	symbol	of	the	voice	of	the	central	stage	of	the	CPC.	
Furthermore,	her	connection	with	the	CCTV	Spring	Festival	Gala	was	also	a	
paradigm	which	identified	her	vital	role	as	court	singer,	the	queen	of	mainstream	
folk	singing	styles	who	was	also	promoted	by	the	state	as	a	national	hero	in	the	film	
National	Heroes	of	China	and	as	soft	power	to	the	world,	marking	her	as	a	
successful	Chinese	female.539	Since	her	first	performance	at	the	CCTV	Spring	
Festival	Gala,	Song	performed	annually	for	the	next	twenty-four	years	as	the	
event’s	finale.540	She	was	the	first	Chinese	singer	to	give	a	concert	at	Wiener	
Musikverein,	which	was	broadcast	nationwide,541	and	was	also	assigned	the	mission	
to	hold	a	concert	at	the	Royal	Albert	Hall,	to	celebrate	the	50th	anniversary	of	the	
establishment	of	diplomatic	relations	with	Great	Britain.542	Therefore,	Song	Zu-ying	
and	her	music	can	be	considered	as	a	sign	that	is	associated	with	the	country’s	most	
important	cultural	and	political	events,	that	embraces	the	political	information	
inside	and	expresses	that	message	to	the	audience	in	the	language	of	music.	Her	
																																																						
536	‘The	Riots	in	Hunan’,	China.com	Website,	accessed	22	June	2012,	
http://www.china.com.cn/xhgm/2011-09/05/content_23352409.htm.	
537	Fu	Qi,	Mao	and	His	‘pepper	Revolution’	Theory	(360	Library	data),	accessed	6	June	2012,	
http://www.360doc.com/content/10/0501/09/535749_25662857.shtml.	
538	‘Concert	in	China	Conservatory	of	Music	by	Song	Zu-Yang’,	Edu.163	Website,	accessed	16	June	
2012,	http://edu.163.com/12/0624/17/84PH98EK00293I4V.html.	
539	‘Song	Zu’ying	Selected	to	Perform	in	the	Film	of	China’s	History’,	China.com	News,	accessed	10	
October	2012,	http://news.china.com.cn/txt/2010-10/23/content_21185130.htm.	
540	Zhi	Wang,	‘Song	Zu-Ying	Talks	About	Her	Performance	of	CCTV	Spring	Festival	Gala	for	the	Last	
Seventeen	Years’,	Chongqing	Evening	Post,	6	February	2007,	
http://news.qq.com/a/20070206/000854.htm;	‘Song	Zu-Ying	Will	Miss	the	Year	of	the	Horse	in	2014,	
She	Had	Been	Performing	on	the	Stage	for	Twenty-Four	Years’,	163	News	Website,	accessed	5	June	
2012,	http://news.163.com/14/0115/16/9IL4ENSH0001124J.html.	
541	Ibid.		
542	Zhao,	‘Some	Thoughts	after	Song	Zu-Ying’s	Performance	in	Foreign	Countries’,	87.	
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artistic	work	in	the	form	of	folk	music,	in	reality,	is	a	tool	to	connect	with	the	
ordinary	people	but	is	encoded	with	the	aesthetical	belief	of	the	Communist	Party.	
In	return,	as	the	singer	who	is	responsible	for	producing	the	Hymn	of	the	
Communist	Party,	her	work	is	offered	power	and	authority	by	the	Party;	it	is	the	
state’s	high	art.	The	music	text	is	never	as	important	as	her	appearance	on	the	
stage,	especially	in	the	case	of	the	CCTV	Spring	Festival	Gala	when	millions	of	
Chinese	are	watching	the	programme	from	all	over	the	world,	and	it	is	the	time	to	
announce	the	concept,	the	belief	of	the	Communist	Party,	to	the	whole	world.	
How	does	one	view	the	collaboration,	in	2009,	between	Song	Zu-ying,	as	a	
folk	singer,	and	Jay	Chou,	who	is	seen	as	a	pop	star?	How	did	Jay	come	to	feature	as	
the	tool	to	express	mainstream	ideology,	from	the	view	of	the	Communist	Party	of	
China?	When	examining	Jay	Chow’s	music	style	as	a	pop	singer,	it	is	worth	noting	
that	he	has	a	distinct	way	of	expressing	his	Chineseness	through	his	music.	He	is	
Taiwanese	and	is	one	of	the	most	well-known	pop	singers	in	Asia;	his	records	are	
distributed	throughout	the	Chinese	population	worldwide.543	His	pop	song	
‘Songfeng	Po’	was	based	on	the	traditional	Chinese	tuning	system;544	‘Huo	Yuan-jia’	
is	named	after	a	famous	patriotic	Kong	Fu	master	of	modern	Chinese	history;	‘The	
Tea	Made	by	Grandpa’	described	a	history	of	the	tea	ceremony;	‘Her	Hair	is	Like	the	
Snow’	has	adapted	the	Chinese	traditional	Guzheng	to	play	the	role	representing	
the	female	figure	of	the	story.	Additionally,	the	lyrics	of	all	the	above	songs	were	
written	by	Fang	Wen-shan,	who	excels	at	using	symbolism	to	create	imaginary	
historical	scenes	of	Ancient	China	and	traditional	culture	by	adding	the	allusions	
and	symbols	of	well-known	characters	from	Chinese	Classic	literature,	such	as	in	
the	Butterfly	Lovers545	and	in	‘Her	Hair	is	Like	the	Snow’.	How	does	Jay	express	his	
Chineseness	through	his	performance	to	the	audience?	According	to	Hall,	‘a	
message	must	be	perceived	as	meaningful	discourse	and	be	meaningfully	decoded	
before	it	has	an	effect	’;546	therefore,	how	does	an	ordinary	audience	perceive	the	
message	of	Jay	Chow’s	ideology	through	his	music?	On	China’s	largest	question-
																																																						
543	Zhan,	‘The	Research	of	Jay	Chow’s	Effects’,	27,	39.	
544Po	is	equivalent	to	qu	pai,	which	is	a	generic	term	for	a	fixed	melody	being	used	in	Chinese	
traditional	music.		
545	It	is	the	Chinese	version	of	Romeo	and	Juliet,	and	is	the	tragic	love	story	of	Liang	Shan-bo	and	Zhu	
Yin-tai.		
546	Hall,	Encoding	and	Decoding	in	the	Television	Discourse,	92–94.	
	
	
226	
and-answer	website	Zhihu	(知乎),	under	the	title	of	‘Discussion	on	Chineseness	
Feature	of	Jay	Chow’s	Work’,	user	Liu	Biuibiu	commented	that	‘When	the	drum	
beats	and	the	folk	instruments	are	introduced,	Jay	Chow’s	Huo	yuan-jia	(English	
name	of	the	song:	Fearless),	makes	me	think	of	Jet	Lee’s	movies;	standing	on	the	
stage	waiting	to	fight	against	a	foreigner!	The	most	surprising	thing	is	when	Jay	
sings	‘…clear	memory	fades	away	with	the	time’	in	the	Beijing	operatic	style,	it	
makes	the	figure	of	Master	Huo	Yuan-jia	become	vivid	in	my	head	again!’547	
Hall	proposed	the	four	codes	of	the	communicational	model.	First	of	all	is	the	
hegemonic	code	which,	in	this	case,	means	that	during	the	dissemination	of	Jay	
Chow’s	performance,	when	the	audience	is	viewing	the	TV	programme,	those	who	
are	familiar	with	Jay	Chow’s	music	style	already,	or	are	interested	in	his	pop	style	
(possibly	the	younger	audience),	will	receive	the	message	of	Chineseness,	the	sense	
of	national	pride	and	patriotism	through	his	lyrics	and	the	stage	activity,	such	as	
playing	the	traditional	red	drum	during	the	performance	of	‘Bencao	Gangmu’.	This	
already	builds	up	knowledge	of	Jay	Chow’s	music	as	the	reference	code.	This	
process	operates	well	for	the	CCTV	Spring	Festival	Gala,	as	there	were	few	other	
choices	on	TV548	and	most	family	and	local	televisions	were	providing	the	same	
programme	during	that	four	and	half	hours;	therefore,	the	music	show,	within	that	
three	minute	performance,	has	a	strong	hegemonic	position	to	express	it	to	a	large	
audience	group.	The	second	code,	in	Hall’s	opinion,	is	the	professional	coding.549	
This	coding	works	in	tandem	with	the	first	coding;	for	instance,	when	people	are	
watching	Jay	Chow	and	Hou	Gao-jun-jie’s	performance,	as	they	hear	the	lyrics	they	
can	read	the	top	layered	information	of	national	pride	from	the	surface.	However,	
this	code	requires	the	encoder’s	precise	control	in	enhancing	that	hegemonic	code.	
For	this	reason,	every	detail	of	the	programme	which	was	intended	to	connect	with	
the	audience	needed	quality	control	of	visual,	sound	and	all	other	aspects.	This,	
perhaps,	is	the	most	important	coding	in	the	collaboration	of	Song	Zu-ying	and	Jay	
Chou.	The	design	involved	in	joining	the	two	songs	and	the	two	well-known	
																																																						
547‘Zhihu	Forum:	Discussion	on	Chineseness	Feature	of	Jay	Chow’s	Work’,	n.d.,	
http://www.zhihu.com/question/23466149.	
548	‘Song	Dan	Dan	Is	Calling	for	Reform	to	the	Spring	Festival	Gala’,	Youku	Website,	accessed	25	
February	2014,	http://v.youku.com/v_show/id_XNjYzMDQ5MzM2_v_165672904.html.	
549	Hall,	Encoding	and	Decoding	in	the	Television	Discourse,	19.	
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superstars	has	a	connotative	intention:	the	duration	of	the	performance	is	the	
process	to	make	the	signs	work,	to	expand	the	connotation	of	the	symbols	inside	
the	musical	text,	as	the	lyrics	indicated:	‘I	am	proud	of	the	herbs,	and	will	take	
Chinese	herbs’	or	‘peppers	are	hot’.	The	actual	meaning	was	not	just	inside	the	lyrics	
and	the	festival	dance;	the	most	important	meaning	of	the	collaboration	was	the	
perfect	connection	of	the	two	songs	and	the	joined	hands	of	Jay	Chow	and	Song	Zu-
ying,	two	singers	from	different	musical	genres	providing	one	piece	of	flawless	song.	
The	symbol	of	the	nation’s	pride,	and	possibly	one	of	the	most	important	singers	to	
the	Communist	Party	of	China,	holding	the	hand	of	Taiwan’s	most	famous	singer	
sent	an	obvious	message	from	the	encoder:	that	Taiwan	is	part	of	China,	it	will	
return	to	China	and	the	two	parts	will	become	one!	This	is	the	exact	message	the	
encoder	needs	to	ensure	is	received,	based	on	the	political	viewpoint	of	the	
Communist	Party,	according	to	its	official	position	in	public.550	The	music	was	
carefully	selected	and	edited	in	the	way	that	the	hook	‘Bencao	Gangmu’	was	
naturally	replaced	by	‘Spice	Girls’.	The	reaction	of	the	local	audience,	seen	on	the	
TV,	when	the	hook	disappeared	and	was	sung	by	Hou,	showed	that	the	audience	
was	not	surprised	at	the	difference;	only	when	Song	Zu-ying	appeared	as	the	
authentic	singer	of	her	own	work,	with	the	background	music	of	‘Bencao	Gangmu’,	
was	the	audience	amazed	by	this	unusual	performance	and	gave	enormous	
applause.	The	third	code	provided	by	Hall’s	theory	is	the	negotiated	code,551	which	
stressed	the	freedom	of	the	code	itself.	This	is	similar	to	the	performance	of	Song	
Zu-ying,	this	time,	who	only	performed	for	two	bars	in	terms	of	musical	context;	
however,	the	information	in	her	performance	and	the	meaning	in	‘Spice	Girls’	were	
beyond	what	was	written	on	the	music	score.	Her	presence,	joining	in	and	
completing	his	song	with	her	tune	and	voice,	was	the	purpose	of	that	programme.	
The	last	code	is	referred	to	as	the	globally	contrary	code;552	it	allows	‘a	viewer	
perfectly	to	understand	both	the	literal	and	connotative	inflection	given	to	an	event,	
but	to	determine	to	decode	the	message	in	a	globally	contrary	way’.553	This	
																																																						
550	‘Taiwan	Was	Part	of	China	Historically’,	Xinhua	News	Agency,	accessed	6	May	2012,	
http://news.xinhuanet.com/ziliao/2003-01/24/content_705074_5.htm.	
551	Hall,	Encoding	and	Decoding	in	the	Television	Discourse,	19.	
552	Ibid.	
553	Ibid.,	18.	
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opposite	effect	offers	the	least	result	to	the	encoder,	being	associated	with	the	
value	and	identity	of	the	audience.	Generally	speaking,	the	message	of	the	
collaboration	between	Song	and	Jay,	within	the	Spring	Festival	background,	might	
produce	the	opposite	effect	of	the	proposed	result	that	the	sender	wished.	The	
four	codes	have	provided	a	useful	tool	in	interpreting	the	signs,	and	possibly	
resolving	the	myth,	of	this	classic	collaboration,	and	have	also	offered	an	insight	
into	how	the	political	concept	in	the	message	is	encoded	within	the	music	materials.	
	
7.7 A	concern	of	the	Audience	
	
Rethinking	the	communicational	process	in	the	collaboration	between	the	
Taiwanese	pop	singer	Jay	Chow	and	well-known	folk	singer	Song	Zu-ying	from	the	
mainland	provided	a	flawless	musical	event	at	the	CCTV	Spring	Festival	Gala	in	2009.	
The	cultural	approach	helps	with	decoding	the	political	message	which	connected	
the	audience	through	the	music	dissemination	process,	in	China’s	particular	social,	
political	and	cultural	context,	and	this	process	also	gives	meaning	to	the	
performance.	From	the	communicational	perspective,	a	question	from	the	
audience’s	point	of	view	has	arisen	to	complete	the	process.	That	is,	what	does	the	
audience	think	about	this	collaboration?	The	answer	to	this	question	is	possibly	
provided	by	media	reception	research,	as	it	emphasizes	the	study	of	audience554	as	
‘interpretive	communities’,	acknowledging	that	some	cultural	products,	seen	as	
connecting,	will	never	meet	the	audience	physically.	Also,	according	to	Radway	and	
Lindlof,	the	audience	conducts	the	social	rules	and	activity	within	its	own	circle.555	
The	audience	of	the	Spring	Festival	Gala	performance	represents	the	vital	other	
side	of	the	communicational	process	and,	as	McQuail	proposed,	the	encoded	media,	
or	musical,	text	has	to	be	read	through	the	perception	of	the	mass	audience.	Thus,	
meanings	are	reconstructed	based	on	the	information	provided;	during	the	process,	
the	audience	is	not	thought	to	play	a	passive	role.	The	content	of	the	data	should	
be	able	to	shed	light	at	a	deeper	level.556	This	method	has	indicated	the	direction	of	
																																																						
554	Denis	McQuail,	McQuail’s	Mass	Communication	Theory	4th	Edition,	367.	
555	Jake	Hermes,	Re-Reading	Popular	Culture	(Oxford:	Blackwell,	2005),	66–67.	
556	Denis	McQuail,	McQuail’s	Mass	Communication	Theory	4th	Edition,	367.	
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the	reception	study	of	the	musical	content	of	the	Spring	Festival	Gala:	that,	
considering	the	communicational	process	as	a	whole	and	that	the	effectiveness	of	
dissemination	depends	on	various	conditions,	the	reception	still	might	not	be	
perceived	as	might	have	been	expected.	A	further	reception	study	into	a	specific	
music	work	from	the	CCTV	Spring	Festival	Gala,	focussing	on	social	discourse	and	
situational	parameters	in	particular,	may	serve	to	build	upon	the	conclusions	drawn	
from	this	research.	
	
7.8 Conclusion	
	
The	above	discussion	has	shown	that	Others,	musicians	from	China’s	disputed	
territories,	are	manipulated	as	an	important	component,	to	express	the	state’s	
mainstream	ideology,	to	foster	the	sense	of	belongingness,	to	maintain	its	state	
stability,	as	well	as	to	earn	emotional	support	among	all	Chinese,	all	over	the	world.	
In	order	to	unite	the	Chinese	nation,	across	the	mainland	and	disputed	territories,	
the	Communist	ideology	continues	to	pursue	the	Chinese	Dream.	
The	Chinese	Communist	Party	wants	to	reinforce	the	message	of	their	
parental	figure	in	the	Chinese	world,	through	popular	music	entertainment,	for	
example,	to	establish	their	authority	regarding	the	core	values	for	being	a	Chinese	
person.	It	is	also	used	as	a	social	glue,	to	call	for	unity	among	Chinese	ethnic	people,	
as	a	sort	of	resistance	towards	globalization,	and	perhaps,	Westernisation.	The	
experiment	of	applying	the	combination	of	semiotics	and	communication	theories	
as	the	method	within	this	chapter,	has	offered	a	new	microcosmic	view,	to	help	to	
monitor	the	interaction	and	form	a	deeper	comprehension	of	small	details	of	
musical	elements	and	suggestions	from	the	performance	within	its	corresponding	
cultural,	political	environment.	The	combination	of	theories	has	also	helped	to	
grasp	the	actual	communicational	effects	from	the	macro	view,	by	considering	
music	materials	as	a	tangible	message	from	a	distance,	to	analyse	the	music	
travelling	through	stage	performance,	via	mass	distribution.			
There	is	a	Chinese	saying:	‘Fixed	barrack,	floating	soldiers’	(铁打的营盘流水
的兵).	It	literally	means,	the	troops	will	always	be	there	but	the	soldiers	will	be	
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replaced	from	time	to	time.	On	the	Communist	central	stage,	on	Chinese	New	
Year’s	Eve,	the	pretty	faces	and	household	names	of	the	super	stars	might	alter	
along	with	their	pop	songs	and	flashing	stage	effects,	but	the	music	theme	shall	
remain.	In	order	to	unite	the	Chinese	nation,	across	the	mainland	and	disputed	
territories,	the	Communist	ideology	continues	to	pursue	the	Chinese	Dream.		
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Chapter	8 Conclusion	
	
This	study	set	out	to	explore	the	relationship	between	music	and	politics	in	post	
reform	China,	from	the	mass	communicational	approach.	Since	the	Opening	Up	and	
Reform	policy	was	implemented	in	China	in	1978,	the	country	now	looks	and	feels	
very	different	to	its	pre-reform	era.	Chinese	politicians	have	realised	that	
communal	values	and	national	identity	are	facing	great	challenges,	after	the	
Opening	Up	and	Reform	policy	had	a	huge	impact	on	China’s	social,	economic	and	
political	discourse.	Therefore,	the	Communist	Party	was	eager	to	continue	to	apply	
music	as	a	propaganda	tool,	to	consolidate	its	political	agenda	since	the	
establishment	of	the	Party	but,	also,	with	a	further	determination	to	build	a	
harmonious	society	in	the	post	reform	era.	Meanwhile,	the	state-owned	media	
retains	its	regular	interaction	with	politics.	This	thesis	mainly	features	three	
different	genres	of	music:	folk	music	from	the	field	of	Xinjiang;	the	Chinese	Dream	
of	the	piano;	and	popular	music	from	Hong	Kong	and	Taiwan,	on	the	stage	of	the	
Central	Television	(CCTV)	Spring	Festival	Gala.	The	study	also	sought	to	explore	the	
author’s	dual	identities	and	perspectives	when	conducting	fieldwork	as	a	native	
researcher	in	China.	The	literature	on	mass	communicational	theory,	semiotics	and	
critical	musicology	offered	the	theoretical	applications	to	analyse	how	music	
content	is	decoded,	disseminated	and	interpreted	by	the	mass	audience	and,	most	
importantly,	how	it	delivers	political	messages.	The	study	sought	to	answer	three	
questions:	
	
1.	How	does	politics	influence	folk	music	from	Xinjiang?	
2.	How	does	politics	interact	with	Western	classical	music?	
3.	How	does	politics	affect	popular	music	from	Hong	Kong	and	Taiwan?		
	
The	main	findings	are	chapter	specific	and	will	be	summarized	within	the	respective	
chapters;	this	section	will	synthesize	the	findings	to	answer	the	study’s	three	
research	questions.	
How	does	politics	influence	folk	music	from	Xinjiang?	
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First	of	all,	a	discussion	stemmed	from	Harris’s	definition	of	Xinjiang	folk	
music,	of	its	significant	character,	and	of	it	being	intensively	politically	manipulated.	
Fieldwork	with	local	state-employed	composer	Liu	Zhu-min	and	his	nationally	
promoted	work	that	described	the	joyful	life	and	praised	the	leadership	of	the	
Communist	Party	was	introduced	to	examine	the	new	folk	music	in	Xinjiang.	
Secondly,	in	examining	whether	the	local	public	stage	is	becoming	a	medium	for	
expressing	national	political	order,	a	comparison	focused	on	performances	of	a	
Kazakh	minority	song	at	the	Xinjiang	local	Spring	Festival	Gala	by	a	Kazakh	singer	
and	a	mainstream	Chinese	folk	singer.	Fieldwork	experience	with	the	gala’s	director,	
on	another	local	patriotic	live	music	show,	Passion	Square,	was	also	undertaken.		
A	theoretical	framework	was	applied	to	support	the	above	original	research,	
as	follows:		
a. The	identity	shift	from	the	emic	researcher	to	the	etic	researcher	in	the	field.	
Having	the	identity	of	a	long-term	insider	had	offered	an	insight	into	the	
local	music	but	limited	the	research	from	an	objective	point	of	view.	The	
mixture	of	living	in	the	field557	combined	with	the	away-from-home	
experience	offered	a	much	wider	perspective.		
b. The	three-step	discussion	on	communication	theory	of	Shannon,558	Westley	
and	MacLean559	and	McQuail;560	to	ensure	the	application	of	mass	
communication	theory	as	the	tool	to	examine	mainstream	media	and	assist	
in	the	analysis	of	‘Greeting	the	Guests	with	Sweet	Songs’	from	several	
angles	and	perspectives,	such	as	sociology,	history,	politics	and	economics,	
to	focus	on	the	effect	of	social	structure	and	media	systems	on	patterns	of	
content.	McQuail	believes	the	scale	of	the	media	is	key;	therefore,	the	
theory	has	been	applied	to	compare	the	scale	of	the	communication	as	well	
as	in	analysis	of	the	local	Spring	Festival	Gala’s	audience	and	the	case	study	
of	The	Voice	of	China.	
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560	McQuail,	McQuail’s	Mass	Communication	Theory,	46.	
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c. Taking	the	music	and	the	music	video	as	signs,	interpretation	from	the	
perspective	of	local	people,	as	well	as	someone	who	is	not	native	to	the	
music,	was	discussed.		
d. The	musicological	perspective	of	Structuralism	was	applied	in	examining	
‘Greeting	the	Guests	with	Sweet	Songs’,	considering	the	language,	the	scene	
settings,	the	instruments,	the	dance	and	performers,	as	well	as	the	music:	
whether	it	was	composed,	or	formed,	in	line	with	the	authentic,	local,	
aesthetic	belief.	
e. Examination	of	the	reception	of	Greeting	the	Guests	with	Sweet	Songs	by	
the	local	mainstream	media,	to	demonstrate	the	political	manipulation	of	
the	song	to	praise	the	leadership	of	the	Communist	Party.	
f. The	concept	of	authenticity	was	considered,	along	with	the	structure	of	the	
music	video;	related	aspects	were	discussed	in	decoding	the	music	message,	
such	as	its	relationship	with	language.		
g. Ritual	and	music.	The	origin	of	the	‘square	culture’,	and	the	act	of	adopting	
Uyghur	ritualised	music,	dedicating	it	to	the	Passion	Square	concert	and	the	
formation	of	a	new	ritual	for	the	Party.	
	
With	the	assistance	of	the	above	theoretical	applications,	this	study	has	concluded	
the	following	about	the	influence	of	politics	on	Xinjiang	music:	
The	definition	of	the	new	Xinjiang	folk	music	has	expanded.	Currently,	folk	
music	in	Xinjiang	is,	largely,	consumed	by	the	local	people;	it	is	produced	by	living	
musicians,	continuing	the	oral	tradition,	and	is	promoted	by	the	state.	It	has	a	
significant	character	in	the	life	of	Xinjiang,	but	has	become	both	a	hymn	to	the	
Communist	Party’s	leadership	and	an	expression	of	the	mainstream	view	of	the	
joyful	life	of	the	minority	people	in	Xinjiang.		
Moreover,	holding	both	insider	and	outsider	identities	when	conducting	
fieldwork	might	have	provided	a	less	biased	and	more	powerful,	broader	and	more	
comprehensive	critical	understanding	of	the	music.	Thus,	the	researcher	should	live	
in	the	field	and	embrace	the	nature	of	the	research,	as	well	as	looking	at	the	culture	
from	a	distance.	The	early	fieldwork	with	my	previous	piano	teacher	had	
acknowledged	my	understanding	of	his	artistic	achievements.	However,	the	work	
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itself	does	not	always	reflect	the	manipulation	of	a	piece	of	music,	or	that	the	
sender	who	controls	mass	communication	is	the	power	engine,	which	means	its	
political	manipulation	might	also	alter	the	music’s	identity.		
McQuail’s	approach,	combined	with	the	semiotic	pathway,	has	provided	
useful	tools	to	be	able	to	analyse	the	music	materials	during	the	dissemination	
process.	During	the	Chinese	New	Year	holiday,	to	people	in	Xinjiang,	watching	the	
music	programmes	on	state-owned	TV	stations,	a	sense	of	national	unity	among	all	
the	ethnic	groups	is	specially	stressed,	and	promoted	as	a	core	political	ideology	of	
Xinjiang	Autonomous	Region.		
Lastly,	the	idea	of	incorporating	authentic	cultural	elements	is	a	vital	element	
to	make	the	performance	more	convincing	to	the	audience	and	to	foster	a	sense	of	
honour	by	reminding	them	of	their	identity.	Additionally,	authenticity	can	be	
defined	based	on	the	context	and	cultural	background	of	the	performance,	as	in	the	
case	of	Wang	Hong-wei’s	court	singing	for	the	state	media,	in	comparison	to	
Tusken’s	performance	as	a	native	Kazak	person.	‘Authenticity’	within	a	music	
performance	such	as	the	Passion	Square	concert	is	also	related	to	the	stage	
costume,	which	marks	both	the	social	status	and	the	identity	of	the	audience,	to	
build	a	stronger	connection	as	a	sign	of	national	unity.	
How	does	politics	interact	with	Western	classical	music?	
The	discussion	began	with	a	brief	history	of	the	piano	and	its	connection	with	the	
Chinese	royal	court,	moving	forward	to	the	Cultural	Revolution	when	the	
instrument	started	to	thrive	as	a	symbol	representing	the	Communist	revolution,	
through	the	Yellow	River	Piano	Concerto.	Pianist	Yundi	Li,	referred	to	as	China’s	
national	hero,	has	led	the	massive	national	trend	of	piano	fever	ever	since	The	Red	
Piano	in	2012	and	My	Piano	Dream	in	2013	were	labelled	as	signs	of	nationalism	
and	patriotism	in	China.	Fieldwork	with	Yundi,	as	well	as	the	interview	with	the	
producer	Zhang	Zhao,	aimed	to	document	the	aesthetic	and	political	factors	behind	
his	work;	cultural	theory	was	introduced	to	determine	how	concealed	information	
was	added	by	the	mainstream	media,	beyond	music.	
A	theoretical	framework	was	applied	to	support	the	above	original	research,	
as	described	below:	
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a.	The	identity	switch	and	role	changing	in	the	field561	resulted	from	being	an	
etic	researcher	at	home	and	an	emic	researcher	in	foreign	countries;	gender	issues	
were	also	encountered	in	the	field.	
b.	An	examination	of	the	opposite	receptions	from	the	UK562	and	China563	of	
Yundi’s	The	Red	Piano	referred	to	Chinese	traditional,	aesthetic	beliefs	in	providing	
an	explanation;	discussion	of	its	Chinese	interpretation	determined	the	reception	of	
the	record	by	the	mainstream	media	in	China.	
c.	The	concept	of	the	recording	The	Red	Piano	has	particular	relevance	to	
China’s	specific	political,	social	and	cultural	ramifications	that	have	more	recently	
given	rise	to	issues	concerning	the	marking	of	China’s	international	status,	and	to	
bringing	a	sense	of	nationalism	and	patriotism	to	the	nation.	
Therefore,	by	investigating	the	data	collected	in	the	field	and	the	theoretical	
applications	this	thesis	has	concluded	the	following	to	explain	how	politics	
influences	classical	music,	especially	piano	music,	in	China.	
As	very	recent	research,	the	aim	was	to	focus	on	China’s	most	representative	
pianist	on	the	topic	of	piano	and	politics,	to	contribute	to	the	continuation	of	the	
ideas	in	Kraus’s	book	Piano	and	Politics	in	China	since	1989.564	In	contrast	to	Kraus’s	
macro	research,	rather,	this	thesis	had	assistance	from	the	concepts	of	fieldwork	
experience	of	data	collection,	combined	with	communicational	analysis	and	critical	
musicological	discussion,	which	together	offered	a	powerful	insight	from	various	
perspectives.	This	not	only	allowed	the	research	to	take	place	on	the	macro	scale,	
but	also	offered	the	opportunity	to	examine	the	question	on	a	microscopic	scale.	
This	provided	a	more	precise	examination	of	the	research	in	comparison	to	the	vast	
number	of	secondary	resources	in	the	case	of	a	state-owned	media	system,	and,	
more	importantly,	enabled	the	critical	processing	of	the	secondary	resources	as	a	
reference	in	seeking	the	answer.	
																																																						
561	Chou,	‘Experience	and	Fieldwork:	A	Native	Researcher’s	View’,	456.	Koning,	‘The	Fieldworker	as	
Performer’,	417.	Meron,	‘Insider	and	Outsiders:	A	Chapter	in	the	Sociology	of	knowledge’,	11.	Brown,	
‘Yundi:	The	Red	Piano’,	The	Times	(17	February	2012).	
562Brown,	‘Yundi:	The	Red	Piano’,	The	Times	(17	February	2012).		
563Yang,	‘Li	Yundi:	“the	Chinese	Wind”	Blowing	Between	the	Black	and	White	Keys’,	China	Culture	(17	
May	2012).	
564Kraus,	Piano	and	Politics	in	China.	
	
	
236	
This	thesis	has	found	that	in	cases	when	the	media	system	exists	as	a	solid	
sole	operation	(as	in	a	state-owned	system),	when	the	pre-existing	data	was	limited	
and	influenced	by	the	mainstream	culture	from	the	home	field,	then	off-field	data	
collection	(i.e.	away	from	the	original	culture)	has	become	crucial.	Looking	at	the	
same	research	object	away	from	the	field	might	help	the	researcher	to	access	it	via	
a	different	discourse	when	the	existing	media	system	is	not	playing	the	dominant	
role.	Assessing	the	reality	of	the	scene,	for	instance,	by	examining	how	the	raw	data	
is	gradually	offered	meaning	by	the	media	and	the	dominant	social	discourse,	then	
returning	to	the	field	of	the	producer’s	original	home	perspective	and	investigating	
how	the	structure	of	the	music	functions	from	that	perspective,	and	its	relationship	
with	linguistic,	native	aesthetic	beliefs	and	meaning,	allows	the	researcher	the	
opportunity	to	witness	the	development	of	the	signifiers.	The	value	of	the	foreign	
field,	which	has	a	different	discourse	although	not	native	to	the	sign,	lies	in	helping	
the	sign	to	gain	meaning,	to	become	the	signifier	in	the	home	field.	A	research	
pattern	of	home	field→foreign	field→home	field	will	allow	the	researcher	to	
distinguish	the	innate	character	of	the	sign	from	home,	how	it	is	performed	away	
from	home,	which	is	the	process	of	taking	the	shape	of	the	signifier	to	the	home	
perspective,	when	it	might	have	a	different	meaning	to	the	research	object	and,	in	
the	end,	how	it	develops	to	a	set	of	signified	information	in	the	home	community.	
That	is	the	purpose	of	fieldwork	and	off-fieldwork,	to	know	the	facts	of	the	research	
object,	such	as	a	piece	of	music;	to	understand	the	differences	and	the	relationship	
between	the	two	fields,	where	one	can	be	the	other’s	sign;	and,	finally,	to	locate	
how,	why	and	when	the	meaning	is	added	to	the	artistic	work.	Therefore,	in	the	
case	of	Yundi	Li	and	his	recording	of	The	Red	Piano	one	can	say	the	music	is	not	as	
‘red’	as	it	sounds,	but	what	makes	the	piano	so	‘red’	is	not	how	the	music	was	
made	but,	rather,	for	whom	the	music	was	made.	There	was	no	doubt	that	some	of	
the	work	composed	by	Zhang	Zhao	illustrated	his	personal	pursuits	and	the	
inspiration	offered	by	traditional	culture,	but	when	it	was	recorded	and	released	to	
celebrate	the	Chinese	Communist	Party’s	establishment,	the	recording	was	
expected	to,	or	had	to,	convey	that	meaning.		
The	meaning	of	the	The	Red	Piano	is	not	merely	music.	To	the	mainstream	
media,	this	recording	is	forever	a	monument	to	commemorate	the	glorious	
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revolutionary	history,	particularly	when	pianos,	a	Western	symbol,	feature	as	the	
tool	to	play	the	Party’s	song	for	its	mass	people,	reinforcing	the	shared	identity	of	
the	children	of	the	mother	yellow	river,	stemming	from	The	Yellow	River	Concerto.	
It	also	forms	a	set	of	signs	incorporating	the	Party	hymns	from	different	ethnic	
groups	by	illustrating	their	folk	tunes,	and	the	historical	backgrounds	of	music	from	
controversial	ethnic	areas,	throughout	Communist	history.	Folk	songs	came	from	
Xinjiang,565	Tibet566	and,	in	order	to	mark	the	holy	land	of	the	Communist	
Revolution,	Hunan	Province;567	and	its	leader	Mao	Ze-dong,	a	strong	ending	to	the	
recording,	in	the	sense	of	marking	the	mainstream	ideology	and	purpose	of	its	
publication	and	promotion	nationwide,	occurred	with	the	rearrangement	of	the	
Chinese	national	anthem	March	of	the	Volunteers.	
The	manipulation	of	Western	classical	music	is	seen	as	a	complex	circle	but	it	
has	an	accurate	inner	structure;	from	the	paradigm	of	Yundi	and	his	Red	Piano	
recording,	one	can	see	that,	first	of	all,	Western	classical	music	is	seen	as	a	whole	
set	of	signs	to	promote	mainstream	ideology.	The	connotation	of	Yundi	is	as	
signified	information,	to	pronounce	the	multiple	triumph	of	the	economy	and	
education,	marking	China’s	rising	status	in	the	international	discourse;	yet	his	
pianism	and	background	are	promoted	and	read	as	a	preservation	of	traditional	
Chinese	culture.	Within	the	mass	communicational	process,	as	a	musician	who	
speaks	the	language	of	music,	the	political	aims	are	encoded	into	the	musical	text	
and	disseminated	to	the	mass	audience	within	the	overwhelmingly	dominant	
power	of	social	discourse.	During	this	mass	communicational	process,	at	this	level	
of	dissemination,	the	connotation	of	the	aesthetic	value	of	the	music	text	gradually	
completed	the	transformation,	incorporating	within	it	the	sense	of	nationalism	and	
patriotism.	The	circle	does	not	stop	there:	the	meaning	of	the	signs	continues	to	
develop,	expanding	the	signified	but	always	embracing	mainstream	ideology	and	
																																																						
565In	the	Place	Wholly	Faraway	from	The	Red	Piano,	in	Chinese在那遥远地方	originally	collected	by	
Wang	Luo-bing	from	Xinjiang,	rearranged	on	the	demand	of	former	President	Hu	Jin-tao	to	
demonstrate	China’s	soft	power	at	the	Golden	BRICS	[Brazil,	Russia,	India,	China	and	South	Africa)	
Conference	in	2011,	by	Zhang	Zhao,	according	to	the	interview	with	Zhang	in	September	2013,	in	
Beijing.		
566Remote	Shangri-La	from	The	Red	Piano.	
567Liu	Yang	River,	rearranged	from	a	well-known	revolutionary	themed	song	from	Hunan,	as	a	
metaphor	to	praise	Mao	Ze-dong.	
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keeping	active	interaction	within	the	mass	audience,	such	as	during	a	national	tour	
of	The	Chinese	Piano	Dream.	
The	complete	circle,	from	the	personal,	musical	experience	of	listening	to	the	
Red	Piano	recording	to	attending	a	Chinese	Piano	Dream	concert	anywhere	in	China,	
then	encountering	news	reports	of	performances	at	the	most	prestigious	events,	is	
a	typical	communication	scale	transmission	pattern.	It	starts	from	a	recording	as	a	
self-interaction	and	alters	along	with	the	medium	of	the	musical	communication.	
No	matter	that	it	is	only	a	self-examination	or	a	social	level	broadcast,	the	
information	remains	the	same:	only	the	connotation	of	the	sign	grows	and	so	does	
the	meaning.	To	a	Chinese	ear,	within	the	specific	social	discourse,	the	music	of	a	
Western	piano	piece	from	a	pianist	like	Yundi	Li	or	Lang	Lang	is	never	just	melody;	it	
is	a	pathway,	the	direct	interpretation	of	the	Chinese	Dream.	
How	does	politics	affect	popular	music	from	Hong	Kong	and	Taiwan?	
This	thesis	contributed	detailed	case	studies	from	Hong	Kong	singer	Zhang	
Ming-min’s	My	Chinese	Dream	and	the	collaboration	between	Taiwanese	singer	Jay	
Chow	and	mainland	mainstream	folk	singer	Song	Zu-ying.	Analysis	of	the	
communicational	dissemination	process,	applying	the	semiotic	approach,	examined	
the	structure	and	the	connotation	of	the	music	materials	to	explain	why	and	how	
popular	music	from	Hong	Kong	and	Taiwan	is	manipulated	to	serve	the	Party’s	
political	ideology	of	instilling	a	sense	of	common	identity	and	cohesion,	as	well	as	
trying	to	promote	and	build	a	common	national	identity	in	the	Chinese	nation	
across	the	mainland,	Hong	Kong	and	Taiwan.	A	number	of	theoretical	tools	have	
been	applied	to	assist	the	analysis:	
a. The	approach	of	traditional	content	analysis	of	communication	theory	
was	used	to	indicate	how	the	political	message	is	encoded	into	
popular	music	from	Hong	Kong.	
b. The	concept	of	language	and	authenticity	was	discussed	with	regard	
to	the	first	performance	of	My	Chinese	Heart	by	Hong	Kong	singer	
Zhang	Ming-min,	to	express	the	identity	and	the	ideology	of	the	
musician.	
c. The	technique	of	musical	analysis	offered	insight	into	the	harmonic	
structure	of	the	collage	work	of	‘Bencao	Gangmu’	and	‘Spice	Girls’.	
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d. The	semiotic	approach	of	popular	music	enabled	exploration	of	how	
popular	music	became	signs:	from	its	basic	musical	context,	extended	
to	the	related	specific	cultural,	political	and	historical	background	of	
the	performance;	and	with	added	elements	such	as	the	performers	
also	as	the	signs,	to	form	the	category	and	the	connotation	of	the	
signified.	
	
	
With	the	assistance	of	the	above	theoretical	applications,	this	study	has	produced	
findings	on	how	popular	music	was	influenced	by	politics:	
First	of	all,	popular	music	from	Hong	Kong	and	Taiwan	arrived,	along	with	the	
Reform	and	Opening	Up	policy,	to	interact	with	the	local	culture.	In	order	to	protect	
the	native	ideology	and	reinforce	the	sense	of	national	unity	and	patriotism	among	
all	Chinese,	as	well	as	announcing	the	ownership	of	Hong	Kong	and	Taiwan,	the	
representative	cultural	products	from	these	regions,	such	as	their	popular	music,	
were	introduced	through	China’s	mass	communication	platform,	the	CCTV	Spring	
Festival	Gala.	Since	the	emergence	in	1983	of	popular	music	from	Hong	Kong,	and	
the	singer	Zhang	Ming-min,	until	the	most	recent	work	My	Chinese	Dream	by	the	
same	singer	in	2014,	the	music	message,	such	as	its	lyrics	or	musical	content,	has	
maintained	its	close	connection	with	the	current	mainstream	political	situation.	The	
dual	collage	of	music	and	politics	through	the	collaboration	between	Song	Zu-ying	
and	Jay	Chow,	in	2009,	also	delivered	the	signal	of	the	same	purpose.	The	
conclusion	may	be	drawn	that	the	mass	communicational	medium	is	the	sender’s	
major	approach	to	expressing	their	political	concepts.	Some	popular	music,	with	its	
ritualised	background,	has	been	selected	to	be	shown	on	the	stage,	such	as	at	the	
CCTV	Spring	Festival	Gala.	The	format	and	content	must	serve	the	function	of	
fostering	the	nation’s	unity.		
The	core	concept	in	applying	semiotics	to	assist	popular	music	study,	as	Tagg	
stressed,568	lies	in	the	signs	and	their	connotations.	However,	in	this	case,	it	
requires	deeper	understanding	of	China’s	own	historical	and	political	social	
																																																						
568	Philp	Tagg	offered	suggestions	after	the	author’s	presentation	at	the	International	Conference	on	
Music	Semiotics	in	Memory	of	Raymond	Monelle	in	November	2012.	
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discourse,	observing	how	music	is	planted	and	grown	in	this	environment.	Viewing	
music	‘without’	its	soil,	but	still	focusing	on	its	musical	text,	by	analysing	the	music	
materials	across	the	time	period,	and	examining	its	inner	connotation	within	the	
social	discourse,	shows	how	it	interacts	with	the	outer	environment	and	gains	
meaning	from	it.	Popular	music	itself	is	a	symbol	to	mark	a	new	era	in	China	after	
its	Opening	Up	and	Reform	policy;	therefore,	within	the	mainstream	discourse,	
unavoidably,	along	with	its	popularity	across	the	nation	in	China,	it	has	and	will	
continue	to	have,	its	political	blood.	
	
Recommendations	for	future	research	
	
This	thesis	examined	various	genres	of	music	in	post	reform	China,	since	1978,	to	
discuss	how	music	was	shaped	and	presented	by	Communist	political	mainstream	
ideology.	The	music	materials	focused	on	folk	music,	classical	music	and	popular	
music,	looking	at	their	interaction	within	the	social	discourse,	with	the	mass	
audience,	during	the	communication	process.	The	case	studies	undertaken	largely	
comprised	data	from	original	fieldwork;	semiotics	and	musicological	concepts	were	
applied	as	the	theoretical	tools	to	assist	the	research	in	those	three	representative	
genres.	The	scale	of	this	research	is	extensive	and	multifaceted	even	when	focusing	
on	the	above	three	genres.	The	Opening	Up	and	Reform	policy	has	changed	China’s	
image.	The	Chinese	people	have	become	wealthier	and	more	Westernised	than	in	
the	pre-reform	era,	while	political	control	of	culture	is	on-going	and	affecting	many	
aspects	with	its	subtle	approach,	when	the	targeted	audience’s	self-awareness	may	
not	yet	have	detected	such	control.	
Further	research	is	certainly	recommended,	in	the	future,	into	the	Chinese	
audience’s	reception,	across	all	ethnic	groups,	to	monitor	their	self-awareness	of	
the	political	influence	on	music.	The	rise	of	China’s	middle	class	since	the	reform	
has	created	a	large	group	of	consumers	of	local	musical	products,	such	as	musical	
drama	or	opera,	yet	it	is	also	the	backbone	of	China’s	social	stability.569	It	might	be	
																																																						
	
	
569	Huang,	‘On	Functions	of	Middle	Class	to	Social	Stability’.		
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beneficial	to	investigate	how	the	mainstream	media	generates	the	musical	products	
that	engage	with	the	interests	of	China’s	middle	class,	to	maintain	its	political	
control.	Additionally,	would	the	control	ever	lose	its	power	and	allow	more	
freedom	in	the	creation	of	the	music	works?	If	competition	exists	between	the	
sender	and	the	receiver	within	a	communication	process,	which	is	likely	within	a	
solely	dominated	social	discourse,	the	methodology	presented	in	this	work	might	
offer	a	useful	tool	in	investigating	this	idea.		
	
Limitations	of	the	study	
	
This	study	has	offered	an	evaluative	perspective	on	the	topic	of	music	and	politics	
in	post	reform	China.	The	research	was	conducted	in	China	and	foreign	countries,	in	
both	Chinese	and	English,	and	the	methodology	relied	on	theoretical	reference	to	
ethnomusicology,	musicology,	mass	communication	and	semiotics.	The	
combination	of	the	above	methods	was	an	experiment,	in	an	attempt	to	answer	the	
major	questions,	and	it	is	a	complex	phenomenon	with	interdisciplinary	concerns,	
as	there	were	not	sufficient	references	from	the	methodological	perspective	for	the	
purposes	of	this	research.	As	a	direct	consequence	of	this	methodology,	the	study	
encountered	a	number	of	limitations,	such	as	how	to	adjust	Western	theory	to	be	
more	suitable	for	application	in	China,	which	might	be	a	consideration	in	the	future.	
Additionally,	gaining	access	for	the	purposes	of	this	research	was	not	easy;	
therefore,	this	limited	access	might	also	mean	that	more	work	remains	for	future	
research.		
	
Final	Words	
	
Music	has	always	been	offered	an	identity	as	a	political	tool	since	the	establishment	
of	the	Communist	Party	of	China,	and	its	identity	continues	to	serve	that	function,	
though	subtly	expanded	with	a	more	complex	capacity.	The	methodology	within	
this	research	has	offered	a	new	approach	in	examining	original,	contemporary	
material	from	various	genres,	to	demonstrate	how	music	serves	as	the	message	
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station	to	express	mainstream	ideology	as	the	reflection	of	social	discourse.	The	
Opening	Up	and	Reform	policy	has	massively	improved	Chinese	people’s	life	
conditions	and	outlook,	while	China	is	also	gradually	rising	globally.	This	research	
provides	a	window	to	let	the	world	view	China’s	modern	political	and	social	
discourse	via	its	music;	and	also,	perhaps,	reminds	the	Chinese	people	to	be	aware	
of	the	scenes	outside,	through	this	window.	
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Appendix	
	
Transcript	translated	by	the	author	of	the	film	Yundi	Li•	Dream	Builder	
	
00.07:	<TITLE>The	Piano	Poem	
00:14	Li	Yundi	was	born	in	Chongqing	Dadukou	District,	7th	October	1982.	(The	film	
is	showing	the	Chongqing	clip.)	
00:20	<Yundi>	‘My	father	used	to	work	in	the	steel	company.’		
00:24	‘My	mom	influenced	me	with	music	perhaps.’	
00:29	<SUB>	When	Li	Yundi	was	four	years	old,	he	asked	his	parents	to	buy	him	a	
small	accordion.	
	00:30	‘I	think	it	might	be	some	kind	of	Yuan	fen’	(Buddhist-related	Chinese	concept,	
means	‘binding	force’).	
00:33	<SUB>	He	began	his	road	to	music.	
<Yundi>	‘I	saw	it	in	a	shop,	I	think	maybe	THAT	was	the	beginning.’	
	00:38<Yundi>	‘Learning	the	accordion,	as	well	as	listening	to	the	music,	was	the	
start	of	my	dream.’	
	00:42	‘The	accordion	was	the	sunshine	in	a	gloomy	day’	(the	weather	is	always	
gloomy	in	Chongqing).		
00:45	<Yundi>	‘However,	when	I	heard	the	sound	of	a	piano.’	
	00:47<Yundi>	‘It	was	a	whole	new	world.’		
00:51	‘It	allows	you	to	gallop,	to	thrive	in	such	a	wonderful	music	world.’		
0052:	<SUB>	When	Yundi	was	seven,	he	switched	to	learning	the	piano.		
00:54	<SUB>	He	then	entered	the	Sichuan	Conservatory	of	Music	in	that	year.	
	00:55	<Yundi>	‘But	sometimes,	you	can	see	some	children	playing,	I	did	feel	a	bit	
envious.’		
00:58	<SUB>	He	was	taught	by	Prof.	Dan	Zhaoyi.		
01:00	<SUB>	At	the	age	of	10,	Li	Yundi	won	the	first	prize	at	a	nationwide	piano	
competition.		
01:03	<Yundi>	‘But	when	you	started	to	play	on	the	piano	keyboard,	you	would	
forget	about	everything	that	makes	you	frustrated.’	
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01:05<Yundi>	‘So	this	is	the	magic	of	music,	and	so	it	attracts	me	the	most.’		
01:10	<Yundi>	‘Frankly	speaking,	I	don’t	have	many	friends.’	
	01:11	‘My	best	friends	are	the	music	scores	and	music.’	
	01:15-20	<Yundi>	‘When	I	was	a	child,	every	night	before	bed,	I	would	listen	to	
Chopin’s	music.	From	then	on,	the	music	was	carved	inside	my	brain.’		
01:23-28	<Yundi>	‘I	was	hoping	to	play	on	the	stage	for	as	many	people	as	possible;	
when	I	was	a	child,	that	was	the	dream	during	that	era.’		
01:29	<SUB>	Li	Yundi	entered	Shenzhen	Art	School	with	Prof	Dan.	(The	pic	will	show	
Shenzhen.)	
	01:39-43	<Yundi>	‘Shenzhen	is	like	a	newborn	baby,	everything	was	so	fresh,	full	of	
energy.’	
	
01:45-59	<Yundi>	‘I	always	wanted	to	make	every	piece	perfect,	after	I	won	the	top	
prize	in	a	domestic	game.’		
02:01-10	<Yundi>	‘Then	followed	by	China	International	Piano	Competition,
	
Liszt	
International	Competition,	eventually	I	participated	in	the	Chopin	in	2000.’	
02:14	<SUB>	2000,	Li	Yundi	is	playing	at	the	Chopin	International	Competition	at	the	
age	of	18.		
02:19-22	<SUB>	Li	Yundi	became	the	first	winner	in	fifteen	years	to	be	awarded	the	
top	prize	at	the	International	Chopin	Piano	Competition,	the	youngest	‘Chopin’	
champion,	and	the	first	winner	from	China.	
02:24-31	<Yundi>	‘I	almost	never	played	Chopin	before	the	competition,	and	to	be	
honest,	I	wasn’t	planning	to	participate,	because	that	year	I	already	did	a	few	major	
competitions,	a	was	a	bit	tired.’		
02:33-37	<Yundi>	‘Well,	I	only	had	three	months	to	prepare	for	it.	Because	of	the	
competition,	I	began	to	dig	into	his	music	world,	and	engage	with	his	music.’	
02:55-03:06	<Yundi>	‘Germany	is	perhaps	the	“homeland”	of	Western	Classical	
music;	the	land	fostered	many	significant	musicians	of	my	favourites,	for	instance,	
Bach,	Beethoven,	Schumann,	etc.’		
03:09	<Yundi>	‘There	are	so	many	historical	buildings	in	each	German	city,	but	
combined	with	the	modern	ones	as	well,	it	is	a	fusion	of	the	past	and	present	–	it	is	
like	the	classical	music	we	are	playing	today.’	
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03:16-26	<Yundi>	‘My	study	experience	in	Germany	has	provide	an	insight	into	my	
favourite	musicians’	soul	and	spirit;	it	also	helps	me	to	develop	my	own	
understanding	of	Western	classical	music.’	
THE	FOOTAGE	WAS	FILMED	AT	HAMBURG	CONCERT	HALL		
03:38	<Yundi>	‘Now	my	dream	is	to	reach	more	people	via	my	music,	make	them	
more	happy	because	of	the	nature	of	music.’		
03:40	<SUB>	Yundi	is	described	as	the	‘Master	of	the	Romantic	Music’	in	the	West.		
03:49-57	<Yundi>	‘I	am	building	my	dream	with	music,	a	dream	is	not	a	fantasy,	it	is	
for	real.	The	passion	of	music	will	keep	you	going,	no	matter	what	happens.	The	
dream	will	become	true.’	
04:00-10	<SUB>	To	make	your	dream	come	true,	requires	passion	and	obsession;	
the	dream	builder	(Yundi)	will	walk	along	with	you.	
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